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ABSTRACT
CREATIVITY:
FROM THE DEVELOPMENTAL PERSPECTIVE
OF HIGH SCHOOL ADOLESCENTS
MAY 1995
ARIANE GOODWIN, B.A., ALASKA PACIFIC UNIVERSITY
M.ED., UNIVERSITY OF MASSACHUSETTS AMHERST
ED.D., UNIVERSITY OF MASSACHUSETTS AMHERST
Directed by:

Professor Doris J. Shallcross

The purpose of this study was to investigate, through semi-structured interviews
and focus groups, how self-identified creative, high school adolescents perceived their
experiences with creativity and its influence on their lives in order to 1) increase the
available information on adolescent creativity with the contribution of the adolescent
viewpoint and 2) begin to assess what relationships might exist between the creative
functioning of adolescents and their social-personal processes, especially the developmental
task of identity formation.
All of the data, results, and conclusions of this study were based on the adolescents
perspective: What did they think and/or feel about the nature of their own creativity? Was
creativity important to them? What influenced their creativity? How did significant others
respond to their creativity? Did their experiences with creativity relate to their developing
sense of self, and if so, how did they characterize that connection?
Qualitative research techniques were used to investigate 195 self-reports and the
responses of nine interviewed adolescents (4 females/ 5 males, ethnically diverse, selected
from the self-reports) who answered questions about their creativity. Information came
from three perspectives: 1) 195 written reflections on personal creativity, 2) nine
adolescent viewpoints revealed to an adult in two semi-structured interviews, including
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information from a biographical questionnaire and creativity measurements and 3) the same
adolescent viewpoint revealed to peers in two focus group discussions.
One substantial finding was that the theme of the self and creativity recurred across
all data sources - self-reports, interviews, focus groups - and response categories. Another
was the 100% response rate describing creativity as increasing the interviewed adolescents’
enjoyment and connection to life, nature, and themselves. Specifically, they cited the
following processes as positively affected by their creativity: motivation, self-esteem,
increased productivity, handling difficult emotions (anger, frustration, loneliness, etc.),
and an alternative to drug use. Such personal testimony holds clues for educational and
intervention strategies that could influence at-risk adolescents suffering from hopelessness,
drugs, and early pregnancies. If creativity is valuable to adolescents by virtue of its life
enhancing effects, then what preventatives might programs design to support and
encourage the creative self in at-risk individuals?
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CHAPTER I

INTRODUCTION

Statement of the Problem

Like creativity, adolescence is a complex, multidimensional phenomenon, uniqueas far as we know—to Homo sapiens and characterized by universal components embedded
in a vast array of psychobiosocial influences and conditions. Given that creative behavior
enjoys an upsurge during different stages of adolescence and is often the precursor to
parallel creative expression and productivity during adulthood (Rothenberg, 1991),
fundamental information about how adolescents perceive their creativity is crucial to
evaluating the influence of the creative experience on adolescent development.
In four decades of research on adolescent creativity, adolescents have most often
been used to identify and investigate discrete factors related to creativity that might effect
"the actualization of potential creativity in the real world" (Milgram, 1984, p.l 1). The
research focus has been on creativity, who is or is not creative and what elements might be
responsible for creative functioning. In investigating what might be critical to the
development of creative potential in adolescence, researchers have framed their research
designs from the perspective of creativity rather than adolescent development. Data
collection and analysis has been structured from pre-established definitions of creativity
(i.e., original production, divergent thinking strategies, etc.) that did not considered the
influence of the creative experience on adolescent development and the relevancy of the
adolescent point of view.

1

Historically, the field of adolescent creativity has been dominated by empirical
observations and descriptions with a few researchers theorizing about the nature of
adolescent creativity in relation to isolated aspects—cognition, personality, behavior, or
achievements. Some research has focused on connecting two, maybe three, discrete
aspects of adolescent creativity, i.e., creative personality traits and family characteristics;
but, with the exception of Albert Rothenberg (1991), general theories of adolescent
creativity are missing from the literature.
Rothenberg's (1991) article, "Creativity in Adolescence," reviews the information
that he gathered from 2,000 hours of research interviews with 1,000 adult subjects who
had been awarded distinguished prizes, i.e., Nobel Prizes, Pulitzer Prizes, etc., and who
were members of arts and sciences academies. The interview information was then
subjected to objective psychological testing and controlled experiments and quantitative data
analyses of creative works in progress were conducted. From this research, Rothenberg
located two specific creative processes he named homospatial, where multiple entities
metaphorically coexist, and janusian, the use of paradoxical elements. From this research,
he hypothesized that
...creativity arises from the developmental tasks and the psychobiosocial
conditions of the adolescent period...Even so called "childhood spontaneity"
has no demonstrated connection to what are actually carefully and skillfully
achieved spontaneous qualities incorporated into poetry, art, music, dance,
and so forth. However, clear-cut connections between adult creativity and
particular features of the adolescent period can be defined. Whereas activities
in the artistic, literary, and scientific realm-the areas ordinarily considered to
be the domain of creative activity-are used for purposes of play, skill
development, and mastery in childhood, their uses and functions in the
adolescent period first begin to be directly creative ones (Rothenberg, 1991,
p.416).
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Basic to Rothenberg’s theory of adolescent creativity is the underlying process of
identity formation.
Experiencing creative success in adolescence also serves to consolidate
identity in a coherent way. The development of a creative identity, the sense
of awareness of oneself as a creative person, tends to begin in adolescence
and continue throughout life. This creative identity itself serves as a
motivating factor for the development of skills and for the pursuit of creative
activities (Rothenberg, 1991, p.422).

For many theorists, identity development is the essential task of adolescence
(Erikson, 1968 ; Kohut, 1985; Wolf et al., 1972) and might be characterized, at the meta
systems level, as self-creation where internal dynamics are primarily involved with
organizing the psychobiosocial changes in relation to a creation of the self. And because
formal operation abilities - which are capable of appearing in early adolescence - involve the
process of creating ideational possibilities, the cognitive constructs are potentially available
for an active creation of self (Wallach & Wang, 1969). From this perspective, self
creation, or the active integration of developing self-awareness with external expectations,
becomes what could be called the master task of adolescence around which all other tasks
are connected.
Whereas children will say that they like to draw pictures, an adolescent will say that
she likes drawing or is artistic, implying that behavior is the expression of an underlying
reality of self (Montemayor & Eisen, 1977). Here the process of adolescence also connects
with those in the creativity field who believe that self-awareness (Gowan, 1972), or selfactualization (Maslow, 1959) is the psychological foundation for creative experience. In
support of this connection, Milgram and Milgram (1976) noted that, in gifted adolescents
with IQs above 125, differences in self-actualization correlated to levels of creative thinking
abilities but not to levels of intelligence.
As early as 1961, Holland found that creative high school performers had a sense
of self that was "different from others." In a biographical inventory of 400 high school
boys, creative adolescents found a form of creative expression that was "personally and
3

deeply valuable" to them (Schaefer and Anastasi, 1968, p.46), thus indicating that their
creative behavior was important to their sense of self. Dacey (1989) concluded that since
creativity depends on self-concept and motivation, early adolescence, where self-concept is
being defined, becomes a natural time to focus on creativity.
In spite of the numerous studies that have used adolescents to explore aspects of
creativity, the influence of the creative experience on adolescent development remains an
obscure and ignored aspect of adolescent identity development even in the field of its
origination: the gifted. Clark's (1988) definitive text on gifted children has a one page
citation in the index under adolescent creativity. Feldman and Elliott's (1993) basic text on
the psychology of the developing adolescent has, in 500 pages, no reference to adolescent
creativity or any of its referents, i.e., talent. Major college textbooks on adolescence limit
the information on adolescent creativity to two or three pages under cognitive development
and cite either a single researcher or a small handful of researchers (Cobb, 1992; Santrock,
1984). There are no books titled Adolescent Creativity or the Creativity of Adolescents,
and only one article.
Part of this neglect is due to an overall research design framed from the perspective
of creativity rather than the personal-social processes of adolescent development that might
be related to creativity. Another reason for the omission of creativity from studies in
adolescent development might be the difficulties inherent in the study of creativity itself.
This complex subject abounds with definitions and theories that do not submit gracefully to
systems of research. Even though some researchers, like Guilford and Torrance, have
constructed research tools related to their approach to creativity, others have challenged
both the approach and their conclusions. The nature and complexity of adolescence also
fosters a wide range of theoretical frameworks that invite controversy and ongoing dialogue
as our rapidly changing culture influences both the adolescent development itself and our
perspective of it.
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What does not change, though it is subjected to changes, is the phenomenon of the
self and its corresponding relationships From this point of view, it is the inter-relationship
of all factors, internal and external, that impact the creative experience. From this
perspective, adolescence, with its rapid multiplicity of changes-biological, cognitive,
emotional, and social~and its attendant thrust toward experiencing the intensity of life,
should call forth creative behavior from the deepest biological/emotional vaults of the self.
According to Rothenberg (1991), creative production that precedes and parallels adult
creative production most often begins in adolescence.
Even though adolescents have been used in numerous research projects concerning
creativity, their role, to date, has been to disprove or confirm discrete aspects of creativity.
Investigations into how creativity impacts the internal life (the self in relation to the self)
and the external life (the self in relation to others) of adolescents from their point of view is
missing from the literature.

Purpose of the Study

The primary purpose of this study was to investigate, through semi-structured
interviews and a focus group, how self-identified creative, high school adolescents
perceive experiences of their creativity and its influence on their lives in order to 1) increase
the available information on adolescent creativity with the contribution of the adolescent
point of view and 2) begin to assess what, if any, relationship there might be between the
self-perceived experiences of creativity of high school adolescents and their psychological
process of identity formation.
Qualitative research techniques were used to investigate what nine, high school
adolescents, who self-identified as creative on a self-report questionnaire, had to say about the
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creative experience. Responses to the research interview questions were based on the
adolescents’ perceptions and all data, results, and conclusions that were drawn from this
information base attempted to represent the adolescent point of view irrespective of the
researcher’s theoretical biases. What did these adolescents think and/or feel about the
nature of their own creativity? Was creativity important to them? What influenced their
creativity? How did they feel significant others responded to their creativity? Did their
experiences with creativity relate to their process of adolescent identity formation, their
developing sense of self, and if so, how did they characterize that connection?

Significance of the Study

This study is important because it offers a new perspective in understanding
creativity within the human life span from the developmental viewpoint of the adolescent.
Historically, adolescents have been used in numerous creativity research projects to
investigate aspects of creativity pre-defined from the point of view of the research agenda.
But what about the adolescent perspective? How does creativity influence the internal life
(the self in relation to the self) and the external life (the self in relation to others) of
adolescents? In response to a query from this researcher about creativity research related to
the adolescent perspective, Paul Torrence wrote back:
The particular problem that you are interested in doing has not been pursued
directly. There are a number of studies that involve adolescent creativity, but
they were not trying to answer the questions that you are asking (Torrance,
1993).
Besides increasing both creativity and adolescent development research information
with the adolescent perspective, is the idea that paying attention to what adolescents have to
say about their experiences and valuing their reflections offers a contradiction to the cultural
habit of either dismissing young people as “not knowing what’s good for them” or
seducing them with marketable, stereotypical images of who “they” are for the sake of
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commercial markets. If what adolescents have to tell us about their creative experience
links creativity to adolescent identity formation, then people who work with adolescents
and care about them will have more of a chance to educate and intervene in practical ways
that honor and support their well being. Many people can benefit from the results of this
viewpoint.
The participants have had their unique contribution validated by an interested adult,
who, in this context, became a representative, a role model from the adult world that these
adolescents are growing into. Adolescents, as a population, will have peer representation
of their perspective, to be recognized and validated by the generation of adults that
influence their present and their future. The study also gave the participants a chance to
contribute to the culture into which they are struggling to integrate; thus validating their
social importance to and for their culture, which in turn influences their sense of importance
to themselves.
The results of this study alerts adults who work with adolescents - educators,
researchers, parents, mentors, therapists, coaches in all talent categories, social workers,
religious leaders, media personnel, etc. - to an aspect of adolescent self-identity that might
impact their interaction and resultant effectiveness with adolescents. If adolescents begin to
feel respected and honored because a vital aspect of who they are is being included in the
interaction, then the chances for successful, effective intervention and communication
increases and with this increases the opportunities for adolescents to grow into successful
adults.
Finally, the findings from this study could influence future studies of adolescents
by providing a model for gathering information from the point of view of adolescents,
increasing the range of information available for research not just in the field of creativity or
adolescent development, but for all aspects of adolescent research in education, sociology
and psychology.
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Theoretical Rationale and Definitions of Kev Terms

A connection between adolescence and creativity exists in different dimensions. At
the meta-systems level, Rothenberg's homospatial process - where multiple
entities/images/concepts simultaneously occupy a metaphorical, mental space (Rothenberg,
1991) - is seemingly embedded in the very nature of adolescence. From the dimension of
meta-systems, adolescent development involves a range of biological, cognitive, and social
conditions that are being more or less simultaneously experienced. The specific adolescent
tasks of autonomy/connection or rebellion/independence are but the secondary phenomenon
of a much larger homospatial context.
At the meta-system level of adolescent identity formation, the developmental task
might be characterized as self-creation, where the internal dynamics are primarily involved
with organizing the psychological changes in relation to a creation of the self. From this
perspective, self-creation, or the evolving development of conscious self-awareness,
becomes what could be called the master task around which all other tasks are connected.
In psychoanalytical practice, adolescents have been noted for having a magical wish
to be creative and have their talent discovered (Miller, 1974). Perhaps this is not a "magical
wish" so much as the practical beginning of reflective awareness of the creative self using
what Elkind (1967) describes as the personal fable and imaginary audience.
Maybe the imaginary audience that creates self-consciousness in adolescents also
forms the foundation for transference of creative behavior to a later, external audience.
And maybe the personal fable is the developmentally appropriate response to the creative
attributes of uniqueness. In the developmental gestalt of adolescence, could the magical
wish, personal fable and imaginary audience all be tools that the creative self uses to
validate, through experience/expression the unique sense of self?
Perhaps what identifies adolescent creativity as creative, beyond the specific
properties of Rothenberg's (1991) homospatial or janusian processes, is the uniqueness of
8

of its authorship. Creative responses are not rehearsed expectations mimicking family,
peer, or social values (Hammer, 1961),-though these values may be, and most likely will
be, manifest in some dimension of the response-but are an authentic, expressive response
of the individual to the life experience. They are also part of the adolescent need for
privacy and self-controlled agendas. The domain of intelligence, courses of study and
academic records, remains the agenda of institutions and parents throughout high school.
But the processes and products of creative experience develop within the privately
controlled agenda of the adolescent. What better manifestation of identity formation,
autonomy, and independence than to access and express from an internal, private agenda
that which reflects the uniqueness of the creative self.
Several key terms are defined below that will both limit and focus this study:
Adolescence, like creativity, defies any all inclusive definition. Rather, it represents
part of the continuum of human growth, after childhood and before adulthood, made up of
universal characteristics that bend and twist with each unique individual within a specific
cultural context. One significant cultural perspective that affects the experience of
adolescence is how it is perceived as different from childhood and adulthood. Both
childhood and adulthood are treated as contained periods in mainstream American culture.
Childhood is, in its essence, childhood. And adulthood is adulthood. Only adolescence is
characterized as a growth process without its own essence. It is a growing away from
childhood and a growing toward adulthood. The experience of adolescents is often
portrayed as a condition in limbo, as neither/nor, as flawed by ambiguity and a lack of a
coherent identity.
For the purpose of this study, adolescent participants will be coming from the
eleventh grade during the spring semester of their junior year. At this beginning stage of
late adolescence, the ability to reflect on personal experience through language is more
likely to have developed (Piaget, 1972) and juniors are settled in their school environment,
unlike ninth and tenth graders who are still trying to figure out the social situation, or
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seniors who have "one foot out the high school door (Cleary, 1991, p.4)." Also, the
dependency and importance of crowd membership declines significantly when adolescents
experience their peer groups as stifling self-expression and identity by the eleventh grade
(Brown, 1990).
Creativity, like adolescence, is a complex, multidimensional phenomenon,
characterized by universal components embedded in a vast array of psychobiosocial
influences and conditions. Conclusions and speculations about the nature of creativity are
based on observation/description, theoretical explanation, or a blend of the two
(Rothenberg and Hausman, 1976).
The most popular research methods define adolescent creativity as a style of
cognition, specifically with divergent functions (Guilford, 1966 ); as products/
achievements/talents available for professional evaluation of creativity and its potential
(Parloff and Datta, 1965; Csikszentmihalyi, Rathunde, and Whalen, 1993); or by a specific
set of personality traits identified from biographical inventories (Halpin et al., 1973).
Given that adolescence is where the “thinking about thinking” ability of formal
operations develops (Wadsworth, 1984), this age becomes the gateway to self-reflection
about the nature of creativity. The beginning, you might say, of all philosophizing and
theorizing about the nature of creativity from the point of view of the self.
Since the purpose of this study was to discover the adolescent point of view, a
definition of creativity was not explicitly defined by the researcher but emerged from the
participant responses to the questions - “What does creativity mean to you? How do you
define it? However, an implicit definition of creativity from the researcher’s perspective
did exist: that creativity is a psychological matrix of individual experiences, internal and
external, that are organized to reveal unique aspects of the self either to the self or to others
in the external environment.
The creative self is that aspect of the self which manifests out of the evolving selfawareness of adolescent identity development and organizes creative experiences for the
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primary, psychological purpose of revealing aspects of self that are uniquely different from
others in the external environment. The essence of the creative-self is to express the
essential me-ness in ways that satisfy and honor the internal self and make that self
understandable in relationship with significant others in the world. The “I” who
experiences experience wants to expand into the unique “me” who is known through
her/his experiences, in an active partnership with life.
Others, for the purpose of this study, refers to primary caretakers/parents, the
immediate family, the local social community and the larger cultural context where the
individual self experiences other selves that are externally distinct from the primary self.
In adolescence, others are generally experienced in the context of family,
friendships, school, the local community, and the cultural context as it is transmitted
through various media communication systems and public or private institutions.

Assumptions and Limitations of the Study

Several assumptions underlie this study: The first is that an adolescent who
identifies her/himself as creative is in fact creative, that the ability to be aware of one's own
creativity is the same as being creative. Another is that self identification of creativity will
lead to a verbal, linguistic symbolization of that creativity, i.e., a self-identified creative
adolescent will be able to talk about her/his creativity. A third assumption is that
verbalizing will reveal or lead to an awareness of creative experience. A fourth is that
creativity has value for self-identified, creative, high school adolescents.
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In addition are three more assumptions that reflect the theoretical underpinnings of
this research:
1) The primary phenomenon of creativity is the creative self \ a state of being
encompassing (but more than) secondary processes of cognition, affect, personality,
behavior, etc. The creative self is simultaneously the one creating and the one experiencing
the creation and, at the most primary level of bodily experience, represents Rothenberg’s
homospatial center of the creative process. The “I” who experiences experience wants to
expand into the unique “me” who is known through her experiences in an active
partnership with life. “Art,” says Boris Pasternak, “is not simply a description of life, but
a setting forth of the uniqueness of being (as quoted in Hammer, 1961).”
2) This internal creative self when given optimum psychobiosocial support, is
identified by the same characteristics that have been noted by researchers as the core of
creative personalities: a wide range of interest, high energy level, autonomy, independence
of judgment/thought, self-awareness, unconventional idealism, ambition, and androgyny
(Milgram, 1984).
3) The foundation for the creative self is the continuous, organic response of the
phenomenon of the self to human experience.
What, I assume, began as a strategy for evolutionary survival-fluid, fluent,
divergent responses to a continually challenging and changing environmentencoded at the very core of biological necessity. Just as breathing is the
natural response of the lungs to being alive; so creating is the natural response
of the core self, the internal psyche, to being alive. Creativity is the deeply
human response to being alive, to organizing personal experience in ways that
not only give meaning and satisfaction, but most importantly, continue to
create and recreate our experience of being alive (Goodwin, 1992).

From this perspective, adolescence, with its rapid multiplicity of changesbiological, cognitive, emotional, and social—and its attendant thrust toward experiencing
the intensity of life, should call forth creative behavior from the deepest
biological/emotional vaults of the self.
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Several limitations inform this study. Because of the focus of the adolescent point
of view, some areas of traditional research in adolescent creativity will not be included:
identification of convergent/divergent thinking abilities, personality or family
characteristics; observation/evaluation of creative achievements or abilities. The nature of
qualitative research with its narrow range of participants, nine, also limits this study by not
allowing for generalizations to a larger population of self-identified, creative, high school
adolescents.

Design of the Study

Qualitative research strategies were designed to investigate data that emerged from a
continuum of information gathered across multiple instances (data was collected on 19
separate times) from 10 different sources (the majority of a junior class and nine individual
participants) utilizing different methods of data collection (self-reports, interviews, peer
focus groups, traditional creativity measurements). The information continuum was
composed of three sections: Self-reports, that asked for self-identification of creativity and
the reasons for identification, were administered to 195 high school adolescents from
which nine participants were selected for a series of two semi-structured interviews and
participation in two peer focus groups. In addition, the nine participants filled out a
biographical information sheet, took a scale of intellect measure and two Khatena-Torrence
measures of creativity. A complete description of the research data collection methods,
management and analysis can be found in Chapter III.
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CHAPTER II

LITERATURE REVIEW OF ADOLESCENT CREATIVITY

Introduction

There are two basic dimensions of relationship that affect adolescent creativity: self
and others. These dimensions are neither hierarchical nor either/or, but represent a
continuum of personal-social processes that loop back and forth between internal and
external experiences, sometimes more or less distinctly intrapersonal and sometimes more
or less distinctly social-interactive, sometimes an untidy blend of the two. Traditionally,
studies of adolescent creativity have focused on discrete factors that might effect creative
functioning rather than on the relationship of the creative experience to adolescent
development. These factors have included: personality characteristics (Hammer. 1967:
Torrance & Dauw, 1966; Kurtzman, 1967; Vernon, 1970; Gowan,1972; Milgram, 1984;
Dacey, 1989); cognitive abilities. (Guilford & Hoepfner, 1966; Piaget, 1972; Torrance,
1970; Miller, 1974; Ross, 1976; Landau, 1985; Dacey, 1986); family characteristics
(Getzel & Jackson, 1962; Torrance & Dauw, 1966; Schaefer & Anastasi, 1968; Dacey,
1989; Monks and Boxtel, 1985); and creative achievements-talent/activities (Wallach &
Wing, 1969; Cashdan, 1971; Piechowski, 1979; Bloom, 1985; Piirto, 1991;
Csikszentmihalyi, et al, 1993).
This literature review is organized from the perspective of personal-social
relationships that influence adolescent creativity - of the self to the self and to others, within
the context of various environments. Bound by the psychosocial containers of culture and
personal history, relationships between people form a living gestalt of interaction that
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continuously effects individuals within the relationship as well as the dynamics of the
relationship. Various aspects of the self are more or less internally oriented~the self in
relation to the self-while other aspects more or less bridge the relationship of self to others.
Using the framework of relationship to organize the conceptual material of adolescent
creativity begins to represent the multi-dimensional and interdependent experiences of life
with the same overlapping boundaries and intersecting categories. The “categories of
relationship” approach facilitates a holistic perspective where each element of adolescent
creativity becomes part of a connected network of influences. The drawback is the
foregoing of conceptually tidy structures of hierarchies and either/or frameworks that
simplify a welter of complex factors.
The actualization of potential creativity in the real world depends upon many
non-intellective factors. Family influences, opportunity, motivation, and
especially personality characteristics are among the factors often cited by
investigators as critical in determining the degree to which creative potential is
realized (Milgram, 1984, p.l 1).
The first section of this literature review discusses key terms and places these
within a historical context: adolescence, giftedness, adolescent creativity, self, the creative
self \ and others. The second section focuses on the intrapersonal relationships affecting

various dimensions of the self in relationship to the creative self: thinking, feeling,
sensing, intuiting. The third section reviews interpersonal relationships of the self to others
within various contexts: friendships, family, school, society. The fourth section delineates
the overlapping areas, where personal-social processes intersect to influence creativity:
motivation, abilities/capacities, behavior/expression, and relates these to the theoretical
position of this study.
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A Review of Key Terms Relative to the Literature

Adolescence
Each theorist or researcher that studies adolescence does so from a personal and
cultural perspective, using a particular framework much the way a painter uses colors--to
create a form of self-expression. So Piaget (1972) notes cognitive features, Anna Freud
(1946) works within a psychodynamic framework, Torrance (1966) looks at characteristics
of creativity, Hauser (Hauser et al., 1991) pays attention to ego development.
But adolescence, like the researcher that studies it, is contained within a culture. In
North America and Europe, adolescence emerged out of the cultural forces of
industrialization that shifted both when and where a child moved from play to work. An
industrialized labor force needed more time to develop appropriate work skills than had
been necessary in an agrarian system (Kett, 1977). The first high schools were created in
urban areas in the early 1900s where a growing middle class congregated (Cobb, 1992) in
response to the changing economic forces, and where later researchers were to find their
accessible populations.
During this period, America's first professional psychologist, Stanley Hall (1904),
coined the term "adolescence" to describe what he considered as the critical stage leading
directly to adulthood, one stage in a series of biological, Darwinian, stages of life. Over
the decades, most definitions of adolescence acknowledge that whatever the focus, this
period of life begins with the biological onset of puberty and lasts until a socially
determined role, or combination of roles, heralds the beginning of adulthood. Since
historical conditions effect the social determinates for adulthood, this endpoint changes
over time. Where the Industrial Revolution became the pivot for adolescent emergence in
North American and European culture, advanced technology of the postindustrial period is
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extending educational requirements and creating yet another stage of development between
adolescence and adulthood, a stage that Keniston (1970) has called youth .
From the early 1900s to the mid 1980s, definitions of adolescence were framed in
biological, psychological, sociological, environmental, or life span/stage-development
perspectives. But beginning with a series of researchers interested in the effect of social
categories-gender, race, class-on individual adolescent development, the study of
adolescents has increased in the complexity of questions asked, experiences analyzed, and
variables and contexts considered (Garrod, Smulyan, Powers, and Kilkenny, 1992).

Giftedness
The giftedness research began with Terman's (1926, 1947) longitudinal study of
1,000 California children with IQs over 140 and then, twenty-five years later, a follow-up
study on this sample. This early psychometric approach defined giftedness in terms of
high scores on standardized measures of intellectual performance and gave us successful
achievers in traditional occupations: medicine, law, business, and university appointments;
but no significant creative achievers, as defined by unusual or novel productions associated
with un-conventional occupations.
The psychometric approach left some educators and researchers frustrated with
identifying the gifted solely with the measurement of IQ. In trying to expand the
parameters of giftedness, Holand (1961) researched gifted students in relation to their
academic achievement and found that there was no correlation between academic
achievement and creative achievement. Further challenging the IQ as sole determinant of
giftedness, Getzels & Jackson (1962) studied high school students and found that above a
certain IQ level, creative performance was not apparent. Responding to a need for
measurements that identified creative attributes separate from intelligent attributes, Guilford
(1967) created measurements to test the difference between what he called "convergent"
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and "divergent" thinking styles and initiated an era of creativity research that focused on
cognitive abilities.
By this time, the late 1950s and early 60s, research on creative adolescents was tied
to the populations of gifted adolescents, identified by psychometric standards. Holland's
(1961) classic study of 1,600 National Merit Finalists began with a population of
adolescents that scored above 650 on the SATs. Then from this elite group, further
categorization restricted the parameters of creative behavior to two fields: art and science.
Even the renowned study of Getzels and Jackson (1967), that highlighted the
reported distinction between creativity and intelligence and initiated decades of creativity
research based on the assumption that intelligence and creativity were light years apart, was
later criticized for having an elite population with IQs in the 97th percentile and nationally
classified by IQ standards as intellectually gifted (Bireley and Genshaft, 1991). At the
time, however, this research structure—to place creativity within the gifted domain—was an
unquestioned, operating assumption.
By the mid 1960s, dissatisfaction with creativity testing measures and gifted
identification that relied solely on high grades and IQ scores increased. The use of
biographical inventories was encouraged as a way to include adolescents whose intelligence
and/or creativity might not be associated with standardized measurements (Anastasi, 1969).
And even though respected researchers in the field took exception with the exclusive
effectiveness of biographical data (Torrance et al., 1973), others have pointed out that since
future achievements are generally preceded by past achievements, "Self-report
questionnaires...could well be the best available predictor of future performance and as
such merit inclusion in selection batteries for programs serving promising young adults."
(Milgram, 1984, p.38-39)
With Renzulli's (1978) three ring approach, the concept of giftedness expanded to
include creative-production achievements and the personality characteristics needed for the
manifestation of these achievements. Equal weight was given to "above average general
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abilities, high levels of creativity, and high levels of task commitment” (Renzulli, Reis, and
Smith, 1981, p.27).
In 1981, the Education Consolidation and Improvement Act, passed by Congress,
enlarged the concept of giftedness by referring to gifted and talented children as,
...children who give evidence of high performance capability in areas such as
intellectual, creative, artistic, leadership capacity, or specific academic fields,
and who require services or activities not ordinarily provided by the school in
order to fully develop such capabilities. (Sec.582)

In gifted education, students with IQs above 130 - or two standard deviations above
the mean - are considered intellectually gifted, while students who are considered creatively
gifted have one standard deviation above the mean which represents above average IQs, but
not intellectually gifted IQs (Piirto, 1991).
Clark (1988) recommended another approach to identifying giftedness: expanding
the concept of intelligence to include all brain functions and their integration into the
organism so that cognition, which is often perceived as an exclusive element of
intelligence, becomes part of a larger whole. She points to the research of brain/mind
functions that have identified areas of advanced or increased brain growth associated with
gifted individuals and encourages us to view this as a difference and not a superiority.

Adolescent Creativity
Definitions of creativity in adolescent research have, historically, been
predetermined by the researchers and incorporated as a basic assumption within the
research design. The most popular methods use: measurements for creative thinking
abilities, specifically divergent functions (Guilford, 1966 ); productive-achievement
criterion with professional evaluations of creativity and potential for creativity (Parloff and
Datta, 1965); biographical inventories for personality traits and social conditions affecting
creative behavior (Halpin, Payne, and Ellect, 1973); interviews to learn about specific
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perceptions related to creative achievement (Clark and Zimmerman, 1988); and
combinations of the above (Dauw, 1966; Getzels and Jackson, 1962).
From these studies, researchers have learned about a range of personality
characteristics and behaviors associated with adolescent creativity (Torrance and Dauw,
1966; Halpin et al, 1973; Schaefer and Anastasi, 1968; Kurtzman, 1967; Welsh, 1977;
Hammer, 1961) Researchers have also investigated dimensions of creative thinking in
adolescents (Piaget, 1972; Tan-William and Gutteridge, 1981; Elkind, 1966; Ross, 1976;
Milgram and Milgram, 1976; Dacey, 1989; Torrance and Goff, 1990), and have observed
and evaluated both creative products and performances of adolescents, mainly in the arts,
literature, and sciences (Hogan, 1980; Schaefer and Anastasi, 1968; Cashdan, 1971;
Hammer, 1961; Dacey, 1989).
The field of adolescent creativity has been dominated by observations and
descriptions with only a handful of professionals offering explanations about the nature of
adolescent creativity in relation to isolated aspects—cognition, personality, behavior, or
achievements. Some attempts to inter-relate, i.e., creative personality traits and family
characteristics, have focused on connecting two or three discrete aspects of adolescent
creativity. But, with the exception of Albert Rothenberg (1991), general theories of
adolescent creativity are missing from the literature, resulting in an overall sense that, yes,
we do understand some aspects of adolescent creativity, but what ties it all together?
Rothenberg's article, “Creativity in Adolescence," (1991) conducted research
interviews with 1,000 adult subjects (awarded Nobel Prizes, Pulitzer Prizes, members of
National Academy of Science, etc.) and then subjected this information to objective
psychological and quantitative data analysis related to creative works in progress and
controlled experiments. From this research emerged two creative processes Rothenberg
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called homospatial and janusian. From these two processes, and with information from the
interviews, he hypothesized that
...creativity arises from the developmental tasks and the psychobiosocial
conditions of the adolescent period...Even so-called "childhood spontaneity"
has no demonstrated connection to what are actually carefully and skillfully
achieved spontaneous qualities incorporated into poetry, art, music, dance,
and so forth. However, clear-cut connections between adult creativity and
particular features of the adolescent period can be defined. Whereas activities
in the artistic, literary, and scientific realm-the areas ordinarily considered to
be the domain of creative activity—are used for purposes of play, skill
development, and mastery in childhood, their uses and functions in the
adolescent period first begin to be directly creative ones. (Rothenberg, 1991,
p.416)
In her review, Milgram (1984) cites studies supporting Rothenberg's connection
between adult and adolescent creativity, where creative adolescents show some of the same
personality characteristics most frequently found in creative adults-independent
thinking/acting and unconventional perspective/approach to life. Whereas other researchers
believe that adolescence represents a critical time for the development of creativity
(Guilford, 1962; Dacey and Ripple, 1969; Clark, 1988;), Rothenberg explains why.
For the purpose of his theory, Rothenberg limits his definition of creativity to highlevel achievements that have characteristics of newness and value. He links the creative
achievements of the adults he studied to the type of creative achievements that adolescents
(but not children) are both motivated and capable of producing: in particular, those
productions incorporating homospatial and/or janusian characteristics, either during the
creative process or in the final product. The connection to creativity that Rothenberg
identifies is reflected, not in the level of activity manifested by adolescents, but in the
developmental potential for such activity to manifest.
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From the separation/connection "dance of adolescence” (Youniss and Smollar,
1985, p.87)—the pressure toward individuation and the thrust toward expanded
relationships—Rothenberg sees, at the psychological level, a homospatial process at work.
I have also called this concomitant separation and connection feature
articulation; because, as with any articulation or joint, the joined entities are
both separated and connected at once (Rothenberg, 1991, p.420)."

Rothenberg notes, along with previous researchers, that the cognitive capacity for
formal operations, which includes the understanding of opposition (and therefore the null
class), anticipatory imagery, and non- sensory metaphors —all of which are necessary for
the unfolding of the homospatial process-does not arise until either immediately prior to
adolescence or in adolescence (Piaget, 1972; Esman, 1986; Kimmel and Weiner, 1985;
Cashdan, 1971; Miller, 1974).
From the psychoanalytic perspective of Bios (1979), where adolescents develop
independence through rebellion, Rothenberg extrapolates the psychological process that
parallels his janusian creativity process: what is being rebelled against is inextricably
linked to the rebellion itself. This psychological paradox becomes the underpinning of
complex, high-level creative achievements wherein opposites interact at the same time.
Other researchers have also noted the paradoxical nature of adolescence. Powers, Hauser,
and Kilner (1989) comment on the autonomy/intimacy balancing task of adolescents as they
seek out a sense of self that is separate from others while simultaneously exploring new
ways to create intimate relationships. This could also be seen as yet another way that the
psychological elements of adolescence reflect janusian characteristics.
The third developmental task of adolescence that Rothenberg connects to creativity
is identity formation. Besides highlighting the adolescent propensity for using different
forms of creative expression to sort through issues of self, especially poetry, Rothenberg
attributes the common adolescent connection to popular music as providing, through formal
rhythms, melodies, and lyrical patterns, a way to structure and order the ever changing
process of identity formation.
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Given that adolescence is where the thinking about thinking ability of formal
operations develops (Wadsworth, 1984), this age becomes the gateway to self-reflection
about the nature of creativity. The potential beginning of all philosophizing and theorizing
about the nature of creativity, from the point of view of the self, conceivably begins with
adolescents.

The Self
We are, by our very nature, bound by the limits and potentials of the self. All
experience, and the symbols used to share our experience, come from "the self in relation
to the self, the self in relation to the other, and to the broader society...(Garrod et al, p.l 1).
All ideas, no matter how abstract or empirically verified, are connected to two realms: the
internal experiences and the external experiences of some one's self.
At the popular level, everyone knows what we mean when we speak about the
self - as in myself, ourselves, I want to be accepted for myself, etc. The word, self,
linguistically identifies a common human experience that we all share: the phenomenon of
sensing ourselves as a living being distinct from other living, and non-living, entities.
Several theorists have put issues of the self at the center of adolescent development.
Erikson (1968) identified the self as a key issue in adolescent development with his life¬
span, stage theory of identity formation. In the psychoanalytic tradition, Kohut (1972)
proposed that the reorganization of the self is the central task of adolescence, while Bios
(1979) focused on rebellion as critical for the adolescent differentiation of self.
Distinctions have been made between the personal self and the social self (Carlson,
1965); and between the subjective self and the objective self (Kohlberg and Gilligan,
1972). References have been made to the formation of a self-concept (Milgram and
Milgram, 1976; Montemayor and Eisen, 1977) with adolescence containing either a
continuous or discontinuous sense of self (Monge, 1973). Still others speak about an
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"identity structure” (Marcia, 1980, p.160); a "restructuring of the self’ (Adelson and
Doehrman, 1980, p.109); self trust and self-esteem (Earl, 1987); producing or creating a
self (Dervin, 1990); and a "heightened self-awareness” (Seiffge-Krenke, 1990, p.50).
In adolescence, the psychobiosocial conditions that prompt development at the
biological, cognitive and social levels, simultaneously begin a process of self
transformation. None of these developmental processes can be separated from each other,
except in academic discourse. They all are being more or less simultaneously experienced
by a self, who at various times feels either like the agent creating the experience or the
recipient of experiences.
At this meta-systems level, Rothenberg's homospatial process of bringing multiple
entities/images/concepts together is seemingly embedded in the very nature of adolescent
development. Different developmental tasks, like autonomy/connection or
rebellion/dependence, seem to unfold on a continuum of opposites and are but the
secondary phenomenon of a much larger context of self-creation. This process is not
unlike childhood. Only the process of an expanded self-awareness distinguishes this set of
developmental experiences as different from childhood (Seiffge-Krenke, 1990).

The Creative Self
Many researchers have observed or hypothesized connections between adolescent
creativity and the self. Holland (1961) found self-ratings in his high school merit scholars
predicted both academic and creative performance, indicating a highly discriminating sense
of self. Torrance and Reynolds (1978), in their study on specialized cerebral functioning,
found a correlation between right hemisphere specialized functions and integrated functions
and the perception of the self as a creative, problem solving person. Dacey (1982)
proclaims that "since creative thinking is so much a matter of one's self-concept and
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motivation, and since adolescence is a period in which self-concept is being defined,
creativity may be fostered during this period” (Dacey, 1982, p.135). And Rothenberg
insists that "...the beginnings of a specific creative identity in adolescence are a necessary
foundation for creative motivation and ability to create throughout life” (Rothenberg, 1991,
p.432).
I call this creative identity, the creative self \ and it forms the heart of my theoretical
focus. In much the same sense that the terms psychological self social self sexual self,
family self and coping self (Offer, 1986) were used to identify various aspects of self-

concepts, I use the creative self to identify that aspect of self that engages in creative
experiences. When a group of high school adolescents were interviewed in a pilot study
and asked to compare how they felt during a creative and a non-creative experience, five
out of the seven reflected on a different sense of self that they could clearly identify by both
feelings and behaviors while engaged in a creative experience. Their responses also
indicated that doing and being were connected through creativity; that what they did
revealed who they were. And that this revelation of self through doing was more important
than social approval, parental acceptance, or school performance (Goodwin, 1992).

Others
In adolescence, others are generally experienced in the context of primary
caretakers/parents/family, friendships, school, the local community, and the larger cultural
context as it is transmitted through various media communication systems and public or
private institutions. In these arenas of life, the individual experiences other "selves" that
are externally distinct from the primary self.
The process of adolescence includes developing a new awareness of self in
relationship to others, especially to peers and family (Youniss and Smollar, 1985; Schaefer
and Anastasi, 1968;) and to integrating the internal and external experiences related to
others where the transformations of self are experienced and then reflected upon. This
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self-reflection process alters the perception of experiences with others (and self), which in
turn alters the perception of the self. Part of what this study investigated is: how does the
creative experience, for high school adolescents who have self-identified as creative, either
influence - or is influenced by - this self/other dynamic?

Intrapersonal Relationships of the Self Influencing Adolescent Creativity

One way of organizing the internal realm of the self is through the interconnected
functions of thinking (cognitive), feeling (psychological /emotions /affect), sensing
(physical /biological), and intuiting (insight /impulse /prescience) (Clark, 1988). Creativity
and adolescence are both organic processes that involve the integration of each of these
aspects, the resulting gestalt or sense of self (identity development), as well as "a spark
from another dimension (Clark, 1988, p.46)."

Thinking
Adolescent creativity research grew out the studies of the gifted population where
thinking was originally defined by the psychometric community of researchers and became
synonymous with IQ (Terman, 1926). At this time, giftedness and creativity were
assumed to be the same thing, both determined by hereditary factors as they showed up in
IQ testing. But when longitudinal studies of Terman's gifted subjects showed no
correlation between outstanding creative achievements and IQ, creativity became a
phenomenon to be studied on its own.
As early as the mid 1950s, researchers began making distinctions between
intellectual/academic achievement and creative behavior/- performance/talent among
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adolescents (Holland, 1961). Initially, adolescent creativity was viewed as a behavioral
phenomenon, marked by originality and determined by specific personality factors that
could be measured (Barron, 1953).
When Guilford formulated a set of measures to determine the cognitive processes of
problem solving, and not to measure IQ, researchers began looking at creativity as a
cognitive style that could be tested (Esman, 1986). These measurements distinguished
between "convergent" thinking and "divergent" thinking, which included creativity factors
that Guilford (1967) called fluency, flexibility, originality, and elaboration. The greater the
fluency, flexibility, originality and elaboration of an idea, the greater the creative attributes
of that idea.
But from the beginning, the research on creative thinking in adolescents became a
maze of seeming contradictions (McCabe, 1991). Whereas Getzels and Jackson (1962)
and Torrance (1962) demonstrated that above a minimal level of intelligence, creative skills
do not correspond to intelligence, Kurtzman (1967) found creativity and intelligence
directly related. Whereas Ross(1976) found a decline in creativity during the middle stage
of adolescence, others found an upsurge in middle adolescent creativity (Smith and
Carlsson, 1985; Miller, 1974). Whereas Torrance and Safter (1989) claimed fluency,
elaboration, and originality scores predicted adult creative achievement, Perkins (1988)
found that these divergent thinking areas were unrelated to "real-world" achievements.
Part of the confusion might spring from two areas: 1) the lack of an agreed upon
theory of what constitutes creativity in adolescence, and therefore what needs to be
observed or measured, and 2) a variety of tests that produce conclusions within an illdefined context or from unqualified assumptions. One example is Getzels and Jackson's
(1962) study. They devised a battery of creativity measures to identify two high school
groups, "creatives" and non creative "high IQs." They found that the "creatives" had a
lower IQ than the non creatives and thus assumed that IQ was not a predictor of creativity.
But they failed to emphasize that the context of their study - an intellectually elite population
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representing the high end of IQs - limited the extent to which a distinction between
intelligence and creativity could be drawn (McCabe, 1991).
The basis for understanding adolescent thinking as distinct from childhood thinking
comes from Piaget's description of formal operations (Inhelder and Piaget, 1958). Unlike
childhood, where information could only be conceptualized in concrete terms, adolescence
is characterized by the ability to formulate abstractions. Of particular importance is the
metacognitive skill of performing operations on operations, i.e., thinking about thinking,
using logic to analyze logic, creating rules about rules, and comparing and contrasting
abstractions (Kimmel and Weiner, 1985). This range of conceptual possibilities in
adolescence adds an entire dimension of increased potential for both the quantity of original
ideas, as well as the elaboration of an idea, two factors in Guilford's model of creativity
(Guilford, 1967). But it is important to keep in mind that formal operations is a potential,
not an actuality. Not all adolescents attain formal reasoning abilities and not all do it related
to a specific age (Kohlberg and Gilligan, 1972; Kimmel and Weiner, 1985).
But for those who do, creativity becomes accessible in a way wholly unlike
childhood creativity (Rothenberg, 1991). One aspect of formal operations is the ability to
formulate possibilities that would be impossible at the concrete, physical level of reality.
This ability, to produce alternate possibilities from a given stimulus, is akin to divergent
thinking and imagination, and gives rise to the question of structural overlap between
formal operations and creative thinking (Ross, 1976). For instance, the notion that two or
more entities can occupy the same space at the same time becomes plausible in the world of
the imagination, but only where formal thinking capabilities have formulated. This
process, designated homospatial by Rothenberg (1991), is a key factor in many areas of
creativity.
Creativity has often been described as a process of combining elements to create
new relationships (Rogers, 1959). And in fact, it could be argued that homospatial
processes are a form of combinational thinking. Piaget, himself, described formal
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operations as a combinational system, whereby logical propositions could be combined to
form the basis for the experimental behavior needed in science and concluded that
adolescent combinational thinking abilities contained the essence of adult logic (Piaget,
1972, p.5.). By this same reasoning, the combinational ability of adolescent thinking
could also be the basis for the combinational creative thinking found in adults.
The expanding range of adolescent development-early, middle, late and youth-is
replete with complex psychobiosocial factors that makes any simple correlation between
creativity and cognition meaningless. Studies have shown that where an individual is,
along the developmental continuum, affects measures of creative thinking. An increase in
age seems to increase both the complexity and high-level of adolescent abstractions ability
in responses to verbal intelligence tests, while an increased production of unusual ideas of
high quality shows up on the creativity measures (Milgram, et al, 1978).
Observing earlier studies that showed low school achievers did better than high
achievers on measures of figural ability, while high achievers did better on verbal measures
of creativity (Torrance, 1971), Ross (1976) conducted a study to determine the
development of formal thinking and creativity during the transition from early to middle
adolescence. He found that formal thinking increased, while three out of four creativity
measures decreased.
Of particular significance was the increase in verbal fluency, but the decrease of
verbal originality and figural measures. From this Ross concluded that a negative
correlation between formal and creative thinking meant that a range of cognitive abilities,
besides formal operations, must exist in adolescence and that it is imperative to obtain a
more complete picture than the Piagetian framework gives us.
Perhaps this apparent narrowness of the Piagetian framework is due more to the
proponents of Piaget than Piaget himself. Contrary to popular emphasis, Piaget described
two processes of knowledge construction, only one of which was the product of
knowledge construction. The other aspect he described was the process of knowledge
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construction, or, how is it possible to attain something new? The question of how new
constructs of knowledge are created was as important to Piaget, if not more so, than the
products of the construction that he discovered through observation (Lubeck and Bidell,
1988). Piaget was aware of the importance of the kind of creativity whereby something
new comes into being.
The first striking fact in the development of knowledge is the continual
creativity (Piaget, 1977, quotation from documentary film).

Adolescence also seems to be continually about the "new," that which was not there
before: hair under the armpits, reorganization of relationships, self-consciousness, etc.,
and in this sense the metaprocesses of adolescence emulate the creative processes of
knowledge construction.

Feeling. Sensing, and Intuiting
How we experience our feelings, in relation to ourselves and/or others, affects how
we think. And how, or what, we are thinking affects how we feel. In the reality of
experience, there is no clear separation between these processes.
There is a close parallel between the development of affectivity and that of the
intellectual functions, since these are two indissociable aspects of every
action....There is never a purely intellectual action, and numerous emotions,
interests, values, impressions of harmony, etc. intervene....Likewise, there is
never a purely affective act, e.g., love presupposes comprehension. Always
and everywhere, in object-related behavior as well as in interpersonal
behavior, both elements are involved because the one presupposes the other
(Piaget, 1967, p.27).
Piaget felt that affective development in adolescents came from the same source as
cognitive development and was characterized by two main elements: idealistic feelings and
personality formation. Idealistic feelings evolved from the formal operations ability to
reflect on future possibilities so that what is can be compared to what might be. Personality
formation, which to Piaget is distinct from the self formation of childhood, develops in
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adolescence as the self begins to coordinate aspects of self with developing skills related to
future social roles (Wadsworth, 1984).
Both of these elements are necessary for creativity. An ability to feel the potential
ideal of that which is yet to be is essential to the creative process. In order to create, one
has to know or feel what is and what one wants to be as well as have personality traits
specific to manifesting the creative experience.
Piechowski (1979), like Williams (1975) before him, noticed that affective
processes had been neglected by creativity researchers. On the basis of his research, he
found emotional factors a reliable indicator of creativity and encouraged future researchers
to included emotional factors in their measurements. Even though Piechowski interchanges
the concepts of giftedness and creativity, his psychological distinction between the nature
of creativity and the indicators of creativity, encouraged a focus on imagination and feeling

in creative behavior rather than intellective and productive factors. In testing high school
creative subjects, Piechowski found equally high "over excitability" profiles for intellect,
imagination and emotion in the creative adolescents, but not in the non-creative adolescents.
The interdependence of cognition and affect goes hand in glove with sensing and
intuiting. Feeling processes imbue thinking abilities with motivation and desire, and are
inseparable from self-confidence, self-acceptance, and self-esteem (Clark, 1988).
Thinking processes feed into an internal sense of self-worth. How we feel physically alters
both what and how we think, and how we think impacts both the body and the mind.
Intuiting effects what will be highlighted in the thinking and feeling realms, and how
thinking or feeling is approached. All of these factors influence each other to such an
extent that their arbitrary separation becomes a question of: does such a separation of
internal functions reflect the reality of experience or the reality of how language and words
are used? In either creating or experiencing a creative moment, the self uses all of itself—
feeling, thinking, sensing, intuiting—to experience the process and subsequent product.
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Integrating all aspects of the self is necessary for the experience of creativity to
exist. Creativity depends on the balance between action, emotion, and cognition with the
addition of insight or intuition, the ability to synthesize the components of a situation into a
meaningful whole (Clark, 1988, p.70).

Identity Development
Identity development is the essential task of adolescence for many theorists,
(Erikson, 1968; Kohut, 1985; Wolf et al., 1972).
In no other phase of the life cycle do we find a more heightened awareness of
self (in self-consciousness, embarrassment, shyness, shame); at no other time
do we find quite so acute a concern about questions of self-regard (Adelson
and Doehrman, 1980, p.109).

At the metasystems level, this task of adolescence might be characterized as self¬
creation, where internal dynamics are primarily involved with organizing the

psychobiosocial changes in relation to a creation of the self. And because formal
operations involves the process of creating ideational possibilities, the intellective
constructs are available for an active creation of self (Wallach and Wing, 1969). From this
perspective, self creation, or the evolving development of conscious self-awareness,
becomes what could be called the master task of adolescence around which all other tasks
are connected.
Holland (1961) established a correlation between creative and academic high school
performers and their sense of self that was "different from others." His Self-Rating
measurement also found these two groups had a higher self-rating for perseverance and
self-confidence. A number of other researchers have since corroborated the self-confidence
rating among adolescents deemed creative (Kurtzman, 1967; Milgram and Milgram, 1976;
Dacey, 1989). In a biographical inventory of 400 high school boys, creative adolescents
found a form of creative expression that was "personally and deeply valuable" to them
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(Schaefer and Anastasi, 1968, p.46), thus indicating that their creative behavior was
important to their sense of self. Dacey (1989) concluded that since creativity depends on
self-concept and motivation, early adolescence, where self-concept is being defined,
becomes a natural time to focus on creativity. Others have pointed out that early
adolescence energy is tied up with self identity in relation to the imaginary audience and to
fitting in with peers to the exclusion of characteristics needed for creative behavior (Parloff
and Datta, 1965; Rothenberg, 1990). Bios (1979) relates an observation by an adolescent
girl who took the risk (a characteristic associated with creativity) to leave school without
permission,
...it made me feel very good. It gave me a sense of being a person, not just
an automaton. If you continue to rebel and bump into the world around you
often enough, then an outline of yourself gets drawn in your mind. Maybe,
when you know who you are, you don't have to be different from those who
know, or think they know, who you should be (Bios, 1979, p. 161).

Others have also pointed out the relationship between risk taking, self-trust, and
creativity in adolescents (Kurtztman, 1967; Smith and Carlsson, 1985; Earl, 1987). After
observing that a positive self-concept in gifted adolescents with IQs above 125 was
associated with differences in creative thinking but not with intelligence, Milgram and
Milgram (1976) hypothesized that effective problem solving skills might lead to positive
social reinforcement, which in turn encourages a more positive self-concept. In the same
adolescent populations, differences in self-actualization have also been correlated to levels
of creative thinking abilities but not to levels of intelligence (Milgram and Magen, 1983).
Yet another connection between adolescent development and elements of creativity
is reflected in Marcia's (1980) description of a well-developed identity structure that is
"...flexible...open to changes in society and to changes in relationships. This openness
assures numerous reorganization of identity contents throughout the 'identity-achieved
person's life” (Marcia, 1980, p. 160). Here is Guilford’s flexibility, brainstorming's
"numerous reorganization of contents," creativity as the process of change, and the
potential for a connection to Maslow's (1959) self-actualization.
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Earl (1987) makes a distinction between the self-trust of adolescents (an
intrapersonal belief in oneself), and self-esteem (an interpersonal value of self in relation to
others), correlating self-trust with either the public or private risk taking that is needed for
creative behavior. From his research Earl concludes that self-trust, which he found related
to the adolescent's relationship to the father, does, in fact, predict creativity.

Personality Characteristics of Creative Adolescents
One bridge between the intrapersonal realms of the self and the interpersonal
connection to others is through personality traits. These garments of the self are external
manifestations of internal aspects, worn on the outside of beingness like a coat; and, along
with creative thinking, have represented a major part of the research effort on adolescent
creativity.
A number of correlations between studies exists, in spite of some contradictions, to
draw a profile of personality characteristics of creative adolescents that spans the decades.
However, there are enough differences, some that relate to gender issues, to raise the
question; how much of an influence do cultural expectations and role modeling have on
creative personality characteristics? What specific differences in gender are related to
biological realities and what to cultural impact? How do we define creativity and how
many kinds of creativity are there with different personality profiles for each? The
composite effect of the research on adolescent personality characteristics offers a general
sense of recognition with some specific details, but fails to elicit a specific portrait.
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Interpersonal Relationships Influencing Adolescent Creativity

There is the adolescent self who knows and organizes experiences, and the
observed self who is known by others. Each of these domains of self interact and effect
adolescent creativity with varying degrees of influence determined by a number of internal
and external variables. Social relationships with family, peers, school, and the world at
large affect how the adolescent feels and thinks about herself, which in turn affects how the
adolescent relates to her creative self, which in turn affects what, how, and where creative
experiences will manifest.

Family. School. Peers, and the World at Large
Research conducted on the relationship of family, school, and peers to adolescent
creativity came out of the biographical inventories that were designed to investigate
personality characteristics. And like the personality research, contradictions also appear in
the realm of biographical inventories.
In trying to identify the high school experience as it relates to the creative
personality, Halpin et al (1973) uncovered information about the home environment for
adolescent boys - but not girls - that is in sharp contrast to later studies. Parents were
strict, critical, and punitive, allowed little freedom, often expressed anger, and exhibited a
lack of closeness between mother and child. In school, creative adolescent girls felt they
had "complete freedom" to work as they pleased on class projects, participated in school
politics, held leadership positions, guided or directed others in school activities,
participated in few sports activities, and enjoyed the sciences, music, or art. In relation to
their peers, girls more openly expressed anger and sought revenge for perceived wrongs.
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In school, creative adolescent boys were independent students not particularly
interested in sciences, enjoyed discussion courses, and questioned their teachers, who in
turn regarded them as radical and unconventional.
In relation to their peers, Halpin's creative adolescent girls liked to give advice or
help friends, went out on dates less often and went steady at a later age. The creative
adolescent boys had fewer friends and dates, were less popular and more self-conscious.
In relation to the world at large, the adolescent girls did not conform to social
expectations of gender and the boys, even though ineffective in social situations, did
participate in church, religious, and/or charitable organizations.
In contrast, an earlier study of Holland's (1961) found different family factors
related to creative adolescent young men. Parents were permissive and nurtured their
adolescent's ideas and impulses. Which, Holland concluded, led to the described conflicts
with teachers whose goals and structures were probably restrictive. He also found that
these boys tended to be asocial, and that creativity was unrelated to academic achievement.
Nichols (1964) studied the mothers of 1,246 high school seniors who were
National Merit finalists to determine the affect of child rearing practices on originality and
creativity . He concluded that students with better grades were more often raised by
authoritarian mothers who reinforced conformity and "good" behavior and a negative
correlation existed between authoritarian child rearing and the originality and creativity of
children.
Getzels and Jackson (1962) found that creative adolescents: have internal values in
relation to friends, use humor to reconcile differences, are not teacher oriented because
what they value most (non-conformity) is what teachers value least, and make
unconventional career choices.
Holland (1961) studied 345 girls and 649 boys who were National Merit Finalists,
and found that the adolescents who were identified as "creatives" were asocial, felt different

36

from their peers, and that there was no correlation between high grades and measures of
creative performance.
Torrance and Dauw (1966) found adolescent creatives were more resistance to
social pressure than their non-creative peers. Kurtzman (1967) researched 71 girls and 80
boys in high school and concluded that the more creative the adolescent, the less she/he like
school and that creative boys found greater peer acceptance than creative girls.
Schaefer and Anastasi (1968) separated their 400 high school boys into CrS
(scientific creatives) and CrA (artistic creatives) and used a biographical inventory to assess
characteristics of families, school, and peers. They concluded that the differences between
fields of creativity were significant enough to encourage future researchers to separate out
the specific areas of creativity to be studied.
Dauw (1966) used 712 high school seniors to establish whether or not there were
biographical differences in either original thinkers or elaborators. In relation to families,
peers and school, Dauw found enough differences between the two styles of creative
thinking to encourage future researchers of creativity to consider differentiation of creative
styles, either in thinking, or behavior. Original thinkers discussed intellectual matters with
their parents, especially the mothers; tended to have older, close friends; and were generally
solid achievers in school with slightly better grades, awarded school honors, with boys
volunteering more answers in class, preferring more competitive work, initiated more
learning projects, and 2 subsets perceived their best teachers as either "strict" or
"permissive." Elaborators also received public honors/awards more often and had better
school grade, but preferred more cooperative work, with the girls volunteering more
answers.
In Dacey's (1989) study of 56 families, he found creative adolescents living in
different kinds of houses, modernistic or historical, or located in an unusual landscape,
with different interiors that held surprising collections and with parents who had some
aspect of their lives that was uncommon, i.e., unusual careers, or hobbies, or adventures.
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The parents were neither permissive nor authoritarian, but relied on family values and role
modeling to encourage acceptable behavior, generally only having one clear "rule." Parents
also had encouraged their children from an early age to express their creativity. And,
contrary to the earlier studies of Halpin's (1973), even though more fathers than mothers
scored higher on all categories, the adolescents themselves exhibited little difference in
gender and all agreed that twice as many of the creative teenagers had a stronger
identification with their mothers than fathers.
In relation to school, parents and teenagers agreed that whether traditional or
innovative, school had no positive effect on their creativity, even though they felt that they
worked harder at school than their less creative peers.

The Intersecting Areas of Self and Others

Influencing Adolescent Creativity

In day to day experiences there is a constant overlap between the internal and
external domains of the creative self, with either the internal or external dominating the
interaction, depending on a number of variables: mood, environment, weather, motivation,
time, demands, expectations, etc. Like the ebb and flow of the tide, the internal self meets
external relationships on the shore of experience.
On the sea side of this shoreline lies the capacities and motivations of the creative
self. On the land side lies the behavior/expression/ achievements of the creative experience.
And the interaction between these two happens on a continuum that ebbs between the
internal and external experiences and affects the contours of the creative experience.
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Capacities and Motivations of the Creative Self
Perhaps one of the most important contributions to creativity in adolescent
development is the ability to think beyond old limits. Being freed from concrete reality,
and thus open to a expanded range of possibilities, means that old forms can be questioned
and new forms created (Kimmel and Weiner, 1985). Isn't this the very base of discomfort
between adults and adolescence: their steady stream of questioning everything that is said
to them and arguing endlessly about the fine points of a request? They are questioning the
old (parents/caretakers/rules) and attempting to replace it with the new (their version/point
of view/contribution).
The capacities for creative experience slumber in the developmental potentials that
are possible during adolescence. Piaget recognized the cognitive changes during
adolescence that allow the brain to interpret experience with relational and abstract
processes that were not possible in childhood (Wadsworth, 1984). Rothenberg (1991)
referred to this new potential in adolescent cognition as the "necessary conditions" for
creativity. Without the function of formal operations, the specific creative processes he
identified in creative adults, homospatial and janusian, would not be possible.
This capacity for creativity, which lies within the internal self, would remain asleep
without the vitality of motivation. From the psychodynamic perspective, the adolescent
ego needs to both experience merging with something larger than itself and, at the same,
time find a way to express its uniqueness in the world (Josselson, 1980). The push to
merge with something larger than themselves is often seen in the adolescent world as a
passion for causes. In early adolescence this passion rises up around issues that directly
impact the adolescent, "Why can’t I have the car tonight?" and continues on a
developmental continuum to expanded social concerns, "Why doesn't somebody do
something about the poverty in the world?"
Perhaps both of these internal impulses spring from the evolving nature of the
creative self. The need to merge with something in the world that is larger than one's self
39

resonates, psychologically, with Rothenberg's homospatial process and originates in the
internal merging of the childhood self with the expanded adolescent self. This, in turn,
leads to the impulse to express the expanding self in a way that connects the internal,
personal process of the self with the external, social world of others. Hammer (1961)
speaks about one of his adolescent artists whose response to a work of his own art
"...seems to spring from deep, personal, intimate regions within himself...Apparently, he
reaches deep within himself to create, rather than merely reacting to conventional, outer
reality (p.44)."
One area where both the capacity and motivation for creativity intersect is in the
private agendas of adolescents. Before adolescents can interact effectively with the external
world, they need to test out possible strategies within the private realm of their internal
imagination. Perhaps the privacy agenda of adolescents is strong because it is only by
turning away from the familial and social expectations that the developing adolescent can
turn toward herself. And when this process of turning toward one's self is thwarted by the
external expectations and demands of others, different levels of anger, frustration, and
rebellion are generated.
Referring to adolescents who manifested creativity through a high level of ideational
productivity, Wallach and Wing (1969) noticed that these adolescents showed
"...a sense of genuine commitment and the steering of a self-directed course
maximally free from determination by societal expectations...Perhaps the
generating of ideational possibilities offers a key to the process where by an
individual comes to construct meaning for himself: he tries out ways of
construing the environment that reflect his competencies and his sense of what
is fitting, rather than passively digesting his culture's definition of what
existence is all about (Wallach and Wing, 1969, p.129).

Creative Achievements in Adolescents
Adolescent creative achievements go by many names: talent, performance,
expression, behavior, creative product. These all imply some form of activity that can be
externally accessed by others. It is this visibility of behavior that has led researchers to use
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observation and evaluation to measure achievement against a criterion of creativity. From
this perspective, the definition of creativity assumes that something will manifest out of a
creative process and the achievement can than be judged (Rothenberg, 1991; Piechowski,
1979; Hammer, 1961; Csikszentmihalyi, et al, 1993).
Consistently, creative adolescent achievements turn up outside of the classroom
(Milgram, 1984). Through thousands of self-reports, young people were asked about
awards, publications, and other honors that came outside of the educational environment
(Holland, 1961). From the data, Holland was able to create distinctions between academic
achievers and creative performers and found that grades were not an indication of creative
performance and that each of these domains manifested different personality characteristics.
Evidently, it is not only the adults that look at talent as implying production of novel
products. Highly creative adolescents who manifest a particular talent are drawn to
achievement in their chosen field. A common self-report item that creative adults recount is
that they used their adolescent years to gain skills in a specific domain, i.e., writers
increased reading and writing time, musicians increased practice, gave performances, etc.
(Piirto, 1990)
Observation and evaluation of adolescent achievements, by either educators or
adults in the field of achievement, form the bulk of research activities Several difficulties
emerge with this approach to understanding adolescent creativity. One is, what is being
observed against what standard? Can one account of creative attributes be applied against
all domains of creativity: physics, calculus, painting, music, etc.? Or do each one of these
domains have unique creative processes inherent in that domain (Feldman, 1982; Cashdan,
1971; McCabe, 1991)?
Schaefer and Anastasi (1968) found differences between adolescents exhibiting
creativity in the sciences and the arts and concluded that distinguishing between areas of
creative expression was fundamental to an accurate picture of the creative adolescent.
Hammer (1961), in a study of adolescent artists, created a distinction within the single
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domain of art between creative and facile. Creativity was a "communication of emotional
genuineness, of real feeling" and facility was "a sterile technique” (Hammer, 1961, p.8).
Another issue in research methodology is the values and standards of the judges
evaluating the achievement under review. Many artists have been vilified by the most
respected of their contemporaries only to be exhumed by later generations and then revered.
If something is so original that it goes beyond cultural boundaries, what are the chances of
contemporaries of that culture recognizing its value? And if it is an adult culture reviewing
adolescent achievements, what are the chances of contamination by adult expectations
relevant to adult "creative" achievements?
Talent often refers to the specific performance of dancers, musicians, actors, or
professional athletes or artists. The skills needed in these areas are not related to traditional
academic performance (Bireley and Genshaft, 1991), and correlate both with the
Dabrowski differentiation of overexcitabilities—psychomotor, sensual, imaginational, and
emotional (Dabrowski and Piechowski, 1977) —and with Gardner's (1982) domains of
intelligence—bodily kinesthetic, musical, interpersonal, intrapersonal, and spatial.
Rothenberg (1991) notes that visual achievements tend to decline in adolescence
while literary and musical productions increase. This is in line with the thinking of others.
Bios (1979) speaks of the linguistic originality of adolescents and the creative role they play
in establishing new linguistic meanings, both through specific words and syntax and as
part of identifying a generation for the whole culture. Kimmel (1985) attributes writing in
adolescence, especially poetry, as part of the cognitive phenomenon of thinking about
thinking, having self-reflective observations in private.
Wallach and Wing (1969) concluded that looking at past nonacademic
accomplishments gave information about future achievements and that talented adolescents
exhibited "ideational resourcefulness (p.127)", which was substantially different from
intelligence.
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Experimental behavior of adolescents parallels the risk taking, experimental nature
of creativity (Piaget, 1972) as well as intersects with the notion of creativity as play, as
toying with ideas and relationships (Rogers, 1959; Lieberman, 1967; Kubie, 1958).
In a four year, longitudinal study, Csikszentmihalyi et al (1993) focused on the
motivational forces that support teenagers to continue in their area of talent. Their
theoretical perspective assumed that talent cannot be developed without attention and that a
"complex attentional structure," or “complex consciousness," or "complex self was
required as the foundation for the ability to give attention to a talent (p. 11). Using
extensive qualitative and quantitative research methods, Csikszentmihalyi et al followed
208 teenagers talented in mathematics, science, music, athletics and art, through their high
school years. Foremost was the desire to find out how the daily life and self perceptions of
these teenagers affected their talent development.
The underlying conclusion drawn from this study on talent also relates to the multi¬
dimensionality of adolescent creativity and captures the essence of the perspective of this
research study.
Stated in its simplest form, what we have come to realize is the importance of
psychological complexity as the organizing principle for making sense out of
the multitude of factors affecting the development of talent. Complexity--or
the simultaneous presence of differentiating and integrating processesdistinguishes the personalities of talented teens, their families, and their
approach to learning...Complexity is important as an organizing concept
because it helps resolve some dangerous theoretical misconceptions that have
bedeviled educational and personality psychology for some time. The concept
of complexity helps synthesize tendencies that psychologists and educators
have artificially set apart and against each other: the need to achieve versus
pure curiosity; narrow concentration versus openness to novelty; extrinsic
versus intrinsic motivation. These and many other opposites are reconciled in
talented people and in their environments (Csikszentmihalyi et al, 1993,
p.242).

In Csikszentimihalyi's complexity—simultaneous presence of differentiating and
integrating processes—we have again Rothenberg's janusian process, the psychological
paradox underlying the creative experience, and the awareness of how the whole of
anything is both the sum of its parts and the indivisible interconnectedness of each part.
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Likewise, adolescent creativity is indivisibly connected to all that is in the internal realm of
the self—thinking, feeling, sensing, intuiting, self-awareness-and to all external
interactions with the internal self-family, friends, social institutions, cultural
expectations/influences—and to the bridges between these two worlds—personality traits,
motivational impulses, and achievements/behaviors/expressions.
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CHAPTER III

METHODOLOGY AND RESEARCH PROCEDURES

Overview

The primary purpose of this study was to investigate, through semi-structured
interviews and a focus group, how self-identified creative, high school adolescents
perceive experiences of their creativity and its influence on their lives in order to 1) increase
the available information on adolescent creativity with the contribution of the adolescent
point of view and 2) begin to assess what, if any, relationship there might be between the
self-perceived experiences of creativity of high school adolescents and their psychological
process of identity formation. All data was collected and analyzed from the adolescent
perspective irrespective of the researcher’s theoretical biases. In order to build verification
of the possible conclusions into the process of data collection, triangulation, or the strategy
of finding matching patterns across several sources of data (Miles & Huberman, 1994),
was achieved with a continuum of information gathered across multiple instances (data was
collected on 19 separate times) from 10 different sources (the majority of a junior class and
nine individual participants) and utilizing different methods of data collection (self-reports,
interviews, peer focus groups, traditional creativity measurements).
Self-reports, asking for self-identification of creativity and reasons for
identification, were administered to 195 high school adolescents from which nine were
selected for a series of two semi-structured interviews and participation in two peer focus.
groups. In addition, the nine participants filled out a biographical information sheet, took
the Shipley-Hartford Scale of Intellect measure and two Khatena-Torrence measures of
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creativity: What Kind of Person Are You and Something About Myself. Since the data
gathered were based on a continuum of information and not dependent on outcome, as with
a pre-test/post-test research design, even partially completed research processes were used,
i.e., one out of two interviews, one out of two focus groups, a biographical form
completed by a participant but not the creativity measures, etc.
In order to support verification of conclusions and future replication of the study, a
description of the research design, the procedures of data collection, processing and
condensation, along with the methods of data analysis are included.

Research Design

Three stages of qualitative research were designed to explore the high school
adolescent perspective on creativity. The first stage, self-reports, surveyed 195 high
school adolescents to 1) investigate the range (yes, creative; no, not creative; sometimes
creative) of self-identification of creativity among this population and their reasons for such
identification and 2) provide a pool of participants appropriate for the second stage of
research. The second stage consisted of two semi-structured interviews which asked nine
high school juniors (who had identified themselves as creative through the self-reports) a
series of 24 open-ended questions exploring their experiences of creativity, as well as the
administering of a biographical inventory and three pen and paper measures of intellect and
creativity. The third stage, which was comprised of a series of two peer focus groups,
created a forum for the interviewed participants to discuss creativity with their peers in
order to increase the range and perspective of information by eliminating the adult influence
on disclosure.
The three stages of research will be discussed separately and in order of
completion. The areas of discussion will be: participants (sample population),
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instrumentation materials and procedure, data management and analysis. The second and
third stages will share some areas of discussion where the process for each stage was the
same, i.e., participants, data analysis, etc.

Self Reports

Participants
Adolescent participants with a median age of 17 came from three tiers of secondary
school chemistry classes where 85% of the junior class, and an indeterminate but minimal
number of seniors, was enrolled. From an examination of student names, males and
females were relatively balanced; however, gender was not a focus of the study.
The secondary school, situated in a small New England college town, was chosen
for its diverse student population characterized by approximately 23 primary languages,
administrative cooperation, and site accessibility. A research proposal that included ethical
safe guards for human subjects was approved by the administration and participating
teachers.
The research sought out high school juniors because:
1. Selecting participants from this stage of adolescence increased the likelihood that
formal operations thinking ability was developing and thus the proclivity for linguistic
reflection about personal experience (Piaget, 1972).
2. Juniors have settled in their school environment, unlike ninth and tenth graders
who are still trying to figure out the social situation; or seniors, who have "one foot out the
high school door " (Cleary, 1991, p.4).
3. One characteristic of creative expression is the ability to deviate from convention
in order to try out new approaches. Early adolescent dependency on peer acceptance is
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often seen as diminishing the aspect of creativity that thrives on originality. By the eleventh
grade, the dependency and importance of crowd membership declines significantly and
adolescents begin to experience peer groups as stifling self-expression and identity
(Brown, 1990).
4. An increase in age seems to increase both the complexity and high-level of
adolescent abstractions ability in responses to verbal intelligence tests, while an increased
production of unusual ideas of high quality shows up on the creativity measures (Milgram,
et al, 1978).

Instrumentation Materials and Procedure
Self-reports have been cited in the adolescent/creativity research literature as an
underutilized measurement that could be a significant predictor of creative activity
(Milgram, 1984). In this first stage of research, a semi-structured self-report, including an
open ended response section, was deemed the most appropriate instrument to elicit
I

participant point of view about a specific subject with minimal researcher influence. The
semi-structured format served two purposes: a) it limited the response to self-identification
of creativity and (b) it invited an open-ended reflection from the adolescents about their
choice of identification.
The one page self-report consisted of an introductory explanation of the research, a
two part question with the majority of the page divided equally for two responses: “Do you
feel that you are a creative person? If Yes, why? If No, why Not?” (See Appendix A); a
question asking if the respondent would be willing to be interviewed with another section
requesting name, address, phone number and study hall times for affirmative responses to
the interview request. Even though the processes of thinking and feeling are intertwined, it
was assumed that cognition would most likely dominate the self-report answer. Assuming
that thinking encourages reflection abstracted out of the original experience while feeling
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brings reflection back into experience, “feel” instead of “think” was used to balance the
response with emotional connections.
Toward the end of the spring semester, participating science teachers administered
195 self-reports to secondary school students in three required, tracked, chemistry classes
chosen to (a) elicit a wide range of responses from a majority of the junior class and (b)
reduce the clustering effect that a more traditional creative environment, such as an art
class, might have had on the data.
Participating teachers were instructed to briefly introduce the self-report and its
purpose, emphasize the voluntary nature of the request and the anonymity of the responses,
hand out the materials, allow fifteen minutes for completion, and then collect the reports for
the researcher.

Data Management and Analysis
The self-reports were first identified and categorized according to responses to the
question, “Are you creative? Yes? No?” Once these primary responses were coded, a
third category emerged from the data. Sometimes. The Sometimes category (or Yes and
No) was exemplified by responses such as,"... I am not incredibly creative, though I'd

like to be and I think I am in some ways." Or, "Sometimes I think I am creative...other
times I am not creative."
The primary response classification—Yes, No, Sometimes--vjas then applied
throughout the remaining second and third stages of analysis to create two layers of
information: (a) how many times did Yes, No, or Sometimes turn up in (b) a specific
conceptual topic/category of response?
Next, the responses were divided into 667 segments of data that became units of
analysis - a word, phrase or sentence - that corresponded to a single topic. A first level of
descriptive codes was used to assign units of meaning to text segments in order to retrieve
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and organize the data. Each data segment was highlighted and then identified through
content meaning as corresponding to a specific topic. This was accomplished by asking the
question, “What is this segment about?”. For instance, “Yes, I am creative. I do my own
thing,” was identified as a primary response of Yes related to the topic of Personal Agenda
- do my own thing - and coded as PA. Or, “No, I can’t think differently,” was identified
as a primary response of No related to the topic of Creativity Characteristics of - thinking
differently - and coded as CC.
The operational definition of each topic was determined by matching the content
meaning of a data segment to a class of phenomenon (one or more) represented by the text.
For example, the two units of analysis - “Yes, I write poetry(1) to give to my friends(2),” were conceptually linked to two topics: 1) Creative Behavior (coded CB) because the
response tells: a) what form of behavior the participant uses - writes poetry - that, b) s/he
identifies as creative, and 2) Creativity Related to Others because the response tells a) how
she behaves creatively in b) relationship to others.
After codes were paired with the database, emergent topics were listed on a separate
sheet of paper, then re-examined to determine what the topics had in common that might
fall into repeatable regularities. Again, the operative question asked of each topic was,
“What is this about?” As the answers clustered into patterns, an initial list of categories
was generated. Then topics were re-matched to categories by testing for conceptual
appropriateness through content meaning. The operative question asked was, “How does
this topic correspond to, i.e., Creative Behavior/Expression, Creativity Definitions/
Characteristics, etc.?” For instance, the common denominator between the topics of
Personal Agenda and Personality Characteristics was the theme: ways that the self
influences creativity.
Categories and topics were transferred, with corresponding units of analysis, to a
large map that used the technique of webbing, or mapping, to plot the clustering of each
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data segment, create visual accessibility of categories and topics, and allow for a
progressive application of data segments from the 195 self-reports to topic sections.
Data segments were clustered by topic into categories based on content meaning and
coded in two areas:
1. Which primary response classification--Yes, No, or Sometimes—did each
segment of codable data came from?
2. What was the recurring commonalty of meaning (Tesch, 1992) that identified
conceptual patterns as (a) categories, i.e., what is this data segment about? and (b) content,
i.e., what is being said about this topic or category? Or, from a slightly different
framework, what is the experience being referenced and how is it being explained?
Only in the self-reports were categories identified descriptively and numerically,
i.e., how many times did participants mention the creativity of others, refer to school, or
indicate a passionate response? Counting helped identify one level of emphasis that these
adolescents placed on the creative experience. This second stage of analysis yielded eight
categories and 32 topics (See Table 3.1).
In the last stage of analysis, a re-evaluation of the data segments, topics, and
categories resulted in a condensation of the initial categories and topics. A second set of
categories was identified and the same process of inductive analysis used to determine a
framework that showed a relationship between topics clustered under a category. Before a
final selection was determined, two peer reviewers were used to test the plausibility of the
identified topics and categories. They evaluated the identified categories for conceptual
clarity and appropriateness in relationship to units of analysis. Working with a process of
dialogue and suggestions with the peer reviewers, categories and topics were transformed
into a final condensation of four categories with 21 topics and 26 sub-topics.
Out of the final four categories that emerged from the 667 total data segments,
Creative Behavior/Expression (CB/E) was the largest and most conceptually obvious
category (See Table 4.1, Chapter IV, p. 159). Here, adolescents referred to a wide range of
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personal behaviors comprising 26 different categories that they considered creative:
dancing, idea generation, landscaping, selecting friends, writing, etc. (See Table 4.2,
Chapter IV, p.160). The second most apparent category was Creativity
Definitions/Characteristics (CD/C) where adolescents revealed what they considered to be
either characteristics of creativity or definitions of creativity (See Table 4.3, Chapter IV,
p. 161).
The third and fourth categories were conceptually more subtle, complex and,
initially, the least evident. How The Self Influences Creativity (S=>C) refers to those
aspects of an individual-capacities, abilities, personality characteristics-that impact
creative expression (See Table 4.4, Chapter IV, p. 162). How Creativity Influences
The Self (C=»S) is the reverse of the previous category. Here adolescents made strong to
passionate references about the impact and/or essential importance of creativity in their lives
(see Table 4.5, Chapter IV, p.163). Distinctions between these two depended on the
implied or direct subject of the dependent clause - creativity or self - in the text. For
example, “When I am creative, I am happy,” (C=>S) or “When I am happy, I am creative,”
(S=>C).
One category, that fell outside of the main analytical framework, related not to
content or meaning but to the emphasis of response. Within the primary response
categories of Yes and Sometimes, 34% of the adolescents indicated a range of emphasis
from strong to passionate. These responses were characterized by linguistic modalities,
i.e., "I adore...," "I love...," "...very important..."; expressive modalities, i.e., words
written in letters that were considerably larger than the rest of the writing, "YES! I am
creative," or with graphic design elements used in words and pictures.
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Table 3.1: First Identification of Topics and Categories for the Self Reports

CATE¬
GORY:

Kinds
OF
Creat¬
ivity

Charac¬
teristics
of Creat¬
ivity

From
the
Perspec
-TTVE
of Self

TOPICS

Design

No Topics

Personal
Abilities/
Capa¬
cities
Limited
Personal
Abilities/
Capa¬
cities
Personal
Agenda

Singing

Fine Arts
General Creativity
Creative Questions
Unusual Projects

From the
Perspec¬
tive
of Others

Relation¬
ship
to
Creativity

Self Com¬
parison

No Topics

Loss OF OR
Hope
for
Creat¬
ivity

No Topics

Other
Res¬
ponses

Strong
Res¬
ponses
Passion
-ate
Res¬
ponses

Personal¬
ity Traits

Personal Dress
Problem Solving
Play Musical Instrument
Use Imagination
Outdoor
School work
Science
Mechanical
Theater
Social
New Beginnings
Ideas
Humor
Dance
Writing
Media
Games
Verbal
Crafts
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A PosSESSION
OF SELF

No
Topics
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In addition, the results of analysis were condensed into six data displays - tables showing both conceptual and numerical relevance (through percentages) of the data to
categories and topics. Three dimensional matrixes were organized by primary response,
appropriate data topics and categories, and percentages of either total data segments or a
single category. These data displays highlight the process and results of analysis and can
be found in Chapter IV on Results.

Interviews

Participants
The ten adolescents selected for the interviews and focus groups came from the
self-report population. From the 143 self-reports that self-identified as creative, 84 high
school adolescents responded affirmatively to being interviewed for a research project.
These 84 underwent a six stage process of elimination in order to identify ten final
participants.
The first stage involved gender identification based on Gilligan’s (1982) work
substantiating the perceptual differences between women and men. Since no provision had
been made on the self-report form to identify by gender, an assessment by name was used.
The second stage was a familiarization reading of the self-reports. Notes were taken during
this stage to highlight the thoughts and ideas that came up through the reading. The third
stage involved a trial elimination separating the genders and prioritizing by a) readability of
response, b) the comparative originality of one self-report to others, c) level of enthusiasm
of response. This reduced the choices to 24 female respondents and 19 male respondents.
A fourth stage, also elimination by gender, concentrated on a) the comparative originality of
one self-report to others, b) level of enthusiasm of response, and c) a range of categories of
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creative behavior/expression, i.e., composes music, designs unusual projects, landscaping,
ideas, etc. This reduced the choices to 12 females and 10 males.
At this point, further elimination seemed impossible and the selection process
became a blur of fine distinctions that could no longer be made between one response and
another. In the fifth stage, a tentative decision of ten participants had been made based on
originality of response both in style and content, but the emphasis on a “range of creative
behaviors” matched to gender, i.e., a female and male musician, artist, scientist, etc. had
become an unmanageable octopus. In the sixth stage, a decision was made to involve
another party in the final selection. A high school junior, related to the researcher but
unrelated to the research process, was asked which five of the female and five of the male
self-reports would she want to interview about their creativity? She made her selection
within five minutes. They were the same ten participants that the researcher had tentatively
selected in stage five. When asked why she had picked those self-reports, she replied,
“Because they were the most interesting and seemed the most creative and original.” These
ten became the final selection.
All of these cases shared the properties of: self-identifying as creative, identifying
their form or forms of creative behavior, responding affirmatively to being interviewed.
Some of these cases shared the properties of: identifying multiple forms of creative
behavior, identifying music as one of their forms of creative behavior, identifying more
than three forms of creative behavior; responding to the self-report in a highly original
fashion. Two cases responded with unique structures of response: one with a small pen
and ink drawing, no words and the other with a humorous list. The rest of the cases
responded in a straight forward, unoriginal essay style but with unique content, i.e., a
made-up word - “realisy” - to mean reality/fantasy.
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Instrumentation Materials and Procedure
In order to triangulate data by using different sources and methods of data
collection, semi-structured interviews were designed as a second method of investigation
from a second source of participants. The rationale for using interviews, in contrast to
questionnaires, was to provide participants with a method that would elicit their point of
view in the presence of a listening audience. Since adolescence is characterized by the need
to experiment with strategies of how to connect internal processes with others, a face-toface interview provided a format allowing for this potential. For high school adolescents,
this focused connection offered them a chance to use their thinking about thinking skills
and engage in a process of self-reflection where they had the undivided attention of an
interested adult. The voluntary structure of the interview process, with the adolescent at the
center of attention, validated that what they think is important and therefore, that they are
important. This qualitative research strategy also mirrored the heart of this research project:
to honor and validate the unique creative self of adolescents.
The semi-structured interview format was chosen to: a) allow for private
adult/adolescent interviews where participant responses could be free from the pressures of
peers, family, and school, b) focus the participant's responses on specific areas of concern
to the study, unlike in-depth phenomenological interviewing (Seidman, 1991), yet c)
structure the specific questions in an "open-ended" style to encourage the participant to
construct and organize the content of the response entirely from their point of view.
The ten participants selected from the self-report investigation were contacted by a
letter requesting confirmation of availability for the research project. Once confirmation
was established, a letter and Human Subjects Permission Form were sent to both
participants and parents of the participants and interview schedules were arranged. The
high school provided a private room for the interviews. The first and second interviews
were scheduled at the same time to take place over a three week period with one focus
group scheduled in-between the first and second interview. The average interview time
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was 45 minutes with a range from 20 to 90 minutes. The interviews were audio taped with
only the researcher and adolescent participant present.
In order to help create an inviting, warm interview atmosphere, a table cloth,
pillows for the plastic chairs, flowers and snacks were added to the private room. A five
minute opening conversation focused on details of finding the room, becoming comfortable
with the microphone, testing the audio equipment. The first of 17 interview questions
designed for the initial interview began with an open-ended overview: “What has creativity
been like for you from the time you first remember until the present?” If the participant did
not cover subjects of: definition of creativity, important creative times in their life, age they
began to consider themselves creative and who or what influenced their creativity, then
these were introduced as follow-up questions.
The second overview question, “What is creativity like for you right now?”
addressed the present. Following this were 12 questions related to how creativity is
expressed, who supports their creativity, environment for creativity, etc. Open-ended,
semi-structured questions were deemed most appropriate to invite a wide range of reflection
about creativity while keeping the focus of the interview within the subject of creativity
(See Appendix B).
At the end of the first interview, most participants were administered the ShipleyHartford Scale of Intellect (See Appendix C), Khatena-Torrence creativity measures (See
Appendix D), and the biographical form (See Appendix E). For some participants, these
pen and paper measures were administered after the focus group or after the second
interview. Participants were also asked if they would bring in a sample of creative
behavior for the second interview. One female and two males complied with the request
bringing in pen and ink drawings, a school journal, poetry, a play, essays, and a tape of an
original jazz composition.
The second interview, held in the same place as the first, focused on talking about
creative products that were brought to the interview, the focus group experience, the
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research experience, their future and creativity, and the meaning of creativity in their life.
For a complete list of interview questions see Appendix B.
The sequence of interviews changed as the research progressed. All of the first
interviews were held before the first focus group. Then, after a second focus group
emerged from participant request, some second interviews came in-between and some after
the two focus groups. However, two participants who could not attend the first focus
group proceeded with their second interview before attending the second focus group.
Before the interview process began, one male participant changed his mind about
participating and dropped out of the project, and one female participant (gender assessed by
name) turned out, in fact, to be a male participant. The sample then included four females
and five males. No provision had been made for including ethnicity as part of the study;
however, there was representation of white Anglo-Saxon (56%), Jewish (22%), Hispanic
(11%), and African-American (11%). Out of these, sixteen total interviews were held, but
only fourteen ended up transcribed. Two participants dropped out of the project after the
first interview (one simply never showed up again and eluded contact, the other said she
was too busy to participate) and two interviews were unable to be transcribed due to
equipment problems.

Data Management and Analysis
For data management, a separate file was kept on each of the interview participants.
Copies of their self-reports, a schedule of research sections completed, i.e., interview,
focus group, biographical form, etc., creative products, and notes pertaining to the
interview process were kept in one place. All documentation has been retained for
reanalysis by future researchers.
In general, the data analysis followed the same pattern and rationale as that of the
self-reports. The audio tapes of the interviews were first transcribed, then read through for
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familiarization of the material. Next the transcribed interview material was condensed to
the essential ideas of the participant. This was accomplished in three steps.
1. Elimination of all the comments of the interviewer, unless they clarified a
participant's response.
2. Elimination of non-essential participant material, i.e., extraneous comments not
related to creativity, verbal pauses, repeated comments (unless needed to indicate emphasis
and importance), interruptions, etc.
3. Organization of the participants’ responses into a compact, readable format that
both honored the authorship of the information and created accessible information suited to
the goals of the study.
In all of these steps, great care was given to the process of elimination so that the
essential aspects of the participants’ accounting remained as true to their authorship as
possible, while the intent of the study remained the primary focus of organization.
In the next stage, the transcribed comments of the participants were analyzed for
specific segments of data that could became units of analysis - a word, phrase or sentence.
These were highlighted and identified through content meaning as corresponding to a
specific topic. Shortly into this stage of analysis, it became apparent that the same
categories that emerged from the self-reports were also emerging in the interview data but
with some alteration in topics. The descriptive codes used in the self-reports were also
used in the interview data to assign units of meaning to text segments in order to retrieve
and organize the material. Again, this was accomplished by asking the question, “What is
this segment about?” For instance, “I usually do creative things when I’m not feeling so
good,” was identified as unspecified creative behavior related to the topic of
Emotions/Feelings - when I’m not feeling so good - and coded as EF. Or, “It [creativity]
was an affirmation, like pride. No matter what else happens to me, I know what I’m
worth,” was identified as related to the category of How Creativity Influences the Self - no
matter what else happens to me, I know what I’m worth - and coded as C=>S.
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The operational definition of each topic was determined by matching the content
meaning of a data segment to a class of phenomenon (possible more than one) represented
by the text. For example the three units of analysis pulled from the text, “For me its
important that it [creativity] comes straight from the heart and not from what other people
want,” were conceptually linked to three topics: a) Creativity Characteristics (coded CC)
because the response said that in order for something to be creative, it must include the
characteristic of coming from a person’s heart and b) Creativity Related to Others (coded
RO) because the response compared her creativity in relationship to others and c) Personal
Agenda (coded PA) because “not from what other people want” implies its opposite, from
what she wants.
After codes were paired with the database, emergent topics were listed on a separate
sheet of paper, then re-examined to determine what the topics had in common that might
fall into patterns. Again, the operative question asked of each topic was, “What is this
about?” As the answers clustered into patterns, a list of categories was generated. Besides
the four categories from the self-reports, two additional categories emerged from the
interview data. School and Creativity and Responses to the Focus Groups and Research
Project. Topics were then re-matched to categories by testing for conceptual
appropriateness through content meaning. The operative question asked was, “How does
this topic correspond to, i.e., How Creativity Influences the Self, School and Creativity,
etc.?” For instance, the common denominator between the topics of How School Hinders
Creativity and Junior High and Creativity was the theme: School and Creativity.
Categories and topics were then transferred to a large map that used a webbing technique to
plot the clustering of each topic under categories and create visual accessibility of data
organization. This stage of analysis yielded six categories, 17 topics and 27 sub-topics
(See Table 3.2 at the end of chapter).
During this stage of analysis, replication of data occurred with each interview case
as a continual reassessment of topics and categories occurred throughout the data analysis.
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In the self-reports, data was more apparently connected first to a topic and then a category
emerged from topic clustering. But in the interviews, the data segments were more easily
assigned to a category than to a topic. For instance, in Creativity Definitions/
Characteristics, each unit of analysis clearly referred to some aspect that was either inherent
in the phenomenon of creativity or referred to an over-all definition of creativity, but
establishing a conceptual framework among the units of analysis to represent topics was
more difficult. The topic distinctions from the self-reports - Creativity Characteristics or
Creativity Definition - did not seem to capture the essence of the interview responses.
After much deliberation and playing with different conceptual frameworks, the
Purpose of, Function of, and Conditions for Creativity pulled together the data segments
into a conceptual whole. Sometimes the fine line between purpose and function was a
difficult distinction to make and had to be determined by the context of the data segment.
For instance, “being individual... trying to find out what you'd be most happy doing,”
was assessed as pertaining to what creativity is supposed to achieve, it’s purpose; and
“creativity...is when you have unusual connections in your head” was determined to refer
to how creativity functions as “unusual connections in your head.”
After extended text was written up for each topic/category, the significant results of
analysis were condensed into data displays. These displays allowed for review of the data
to ensure appropriateness of matching units of analysis to topic/category; to check for
discrepancies, patterns, and themes in the data; to look for similarities and differences
across themes; and to strengthen validity and conclusions. The tables became part of the
Chapter IV on Results and Chapter V on Conclusions. Since evidence of creative products
is one traditional indication of creativity, Table 4.6 shows a condensation of the self-report
and interview responses among participants detailing their range of creative
behavior/expression and can be found in Chapter IV. Three more tables link the
conclusions to data displays that were designed as three dimensional matrixes organized by
case, gender, and topic/category and can be found in Chapter V on Conclusions.
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Focus Groups

Participants
All nine of the interview participants were invited to the first focus group. Two
female and three male participants attended. One male participant apologized, saying that
he could not stay for the entire 45 minutes. However, he did stay until the group was over
and indicated enthusiasm and interest in the experience.
A second focus group met ten days later and was attended by five participants, two
females and three males, with one female and one male who had not attended the first
group while missing one female and one male who had.

Instrumentation Materials and Procedure
The private interviews and focus groups provided different information gathering
formats, one without peers (interviews) and the other without adults (focus groups). This
design allowed for different kinds of disclosures to increase the data base collected from the
interviewed adolescents, whose responses might have been developmentally influenced by
either a concern with social image or a mistrust of adult agendas.
In the adult/adolescent interview, a combination of a sense of privacy and the total
attention of the interviewer releases the "social facade" and opens the door to information
that might not be available in a more public setting. The focus group, on the other hand,
creates a public forum that takes the personal edge out of the process and uses the energy of
peer connection to facilitate a discussion adolescents might be reluctant to have with an
adult. In a series of studies, participants who had answered questions privately became
more self-disclosing in a focus group, as if it were important to be the one who disclosed
the most (Mills, 1985). Since adolescence is a time to focus on relationships and
interactions with peers (Brown, 1990), a focus group consisting of the interview
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participants without the presence of adults was deemed an appropriate research strategy to
introduce a third method of investigation.
The school arranged for a conference meeting room where the focus group could be
held at the end of a school day, after classes but before the late buses. A table was set up
with snacks, drinks and a list of Focus Group Discussion questions (See Appendix F) for
the participants. A video camera was set up to record the interaction.
After the participants were seated, they were instructed by the researcher to hold a
discussion about creativity. They were directed to the list of Focus Group Discussion
questions that was available for each member of the group, but assured that these questions
were a voluntary guide to be used as they wished. The rationale for providing these
questions to the group was that using a theme, creativity, provided the individual
participants with a mask that they could use to reveal personal aspects more easily (Mills,
1985) and also gave the group a common agenda. Providing questions, but not requiring
answers, simultaneously created a support structure while encouraging reciprocal
participation from the adolescents at the systems level, thereby honoring the unique
cognitive capacity of the adolescent participants to co-create in this part of the research
process. They were asked to let the researcher, who would be outside, know when they
were finished. The session was scheduled to last approximately 45 minutes, but they could
modify the time at their discretion.
At the end of the focus group discussion, all the participants remained seated and
engaged the returning researcher in a discussion of their experience in the group process.
During this time, the video camera was still recording. After a few minutes it became
apparent that there was an implicit request for a second focus group by the five adolescents.
The researcher voiced this in the form of a question, “Would you like to have another focus
group?” There was a unanimous response and a second focus group was scheduled for ten
days later.
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The second focus group proceeded in the same fashion as the first. All materials
and instructions were the same. At the end of this group, all participants left except one
male participant who had not attended the first focus group. He saw the researcher
carrying out equipment and offered to help. Since his second interview had already been
held, the researcher took this opportunity to ask him about his experience with the focus
group.

Data Management and Analysis
The video tapes for both focus groups were transcribed by hand and then entered
into a database. Procedures for coding and analysis followed the same rationale and
process as for the interviews. Text was divided into data segments from a phrase or
sentence and then descriptively coded to indicate topics and categories. A flow chart of the
dialogue was created to see which participants spent their time talking about what. The
same six categories that emerged in the interview data also emerged out of the focus group
data, including 12 topics and no sub-topics; as well as a range of topics not directly linked
to creativity, i.e., a discussion about the difference between art and intellect, the importance
of history, the interpretation of art and music, etc. These non-creativity areas were coded
but left out of the results and conclusions because the information did not directly relate to
creativity.
No separate data displays were constructed for the focus group material since the
repeatable regularities of the focus group data were included with the interview data in the
tables in Chapter V Conclusions.
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Issues of Data Validity and Verification

Research design, methods of data collection, and analysis were each structured to
achieve as high a probability of internal and external data validity and verification as
possible. Issues to be addressed were: researcher bias; representative sample; sufficient,
usable data; documentation; and analytical procedures.
Researcher bias fell into two main areas: a) assumptions based on theoretical
perspective and b) selection of sample population, i.e., participants. It was theoretically
assumed that adolescent creativity was based on the development of identity formation and
this bias might have led the researcher to pay more attention to and look for confirming
evidence rather than exceptional evidence. This assumption also had the potential to
contaminate the interview sample selection if the self-reports were selected on the basis of
evidence of strong self concept. For instance, since the priority for sample selection was
based on originality of the self-report responses, one of the questions to be considered
might have been, “If self concept is strong, will that result in more, rather than less,
original, creative responses?”
Initially, the main strategy for creating checks and balances against researcher bias,
ensuring data validity, and setting up methods of verification lay in the research design and
triangulation of the data. The first part of the triangulation was accomplished by
developing three different methods of data collection - self-reports, interviews, and peer
focus groups. The second and third parts of the triangulation were accomplished by using
three different sources for data, where data validity could be enhanced by collecting first
hand data from three perspectives - 195 juniors in high school, multiple interview cases,
and group discussions, which spanned multiple instances - large scale survey across three
classes; several small scale, intensive didactic interviews between one adult and one
adolescent; and a participant dialogue between peers without adult interaction.
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Researcher bias was reduced in the self-reports by the inclusion of an entire
population, the majority of a high school junior class. In the interview sample selection,
researcher bias was reduced by including a late adolescent assistant in the selection process.
This had the added effect of extending the adolescent perspective, internally, into the
research framework. External validity for this approach emerged when the same, ten selfreports were independently selected by the researcher and the adolescent assistant as the
most original, interesting, and creative. The final interview and focus group sample
selection was made on conceptual grounds, rather than representative grounds, considering
the plausibility criterion (Miles & Huberman, 1994), i.e., which participants were most
likely to offer in-depth reflections about creativity: ones who exhibited a high connection to
and enthusiasm for their creativity, or those who did not?
Also, in order to ensure data validity, the sample included a range of respondents.
In addition to the 195 juniors in high school that completed a self-report, the nine
interview/focus group participants ranged from outspoken enthusiasm for creativity, “Its
my life!” to a more subdued response, “I don’t think it gives my life meaning. It’s just
something I do from time to time.” to “I didn’t think I was particularly creative until you
chose me for this project.” There was also a range of responses from these participants in
their self-reports from strictly visual to humor to articulate.
Several verification strategies were employed during data analysis. Multiple
readings of the text were conducted to double check the units of analysis - data segments and their descriptive codes followed by a process of re-checking the plausibility of topics
clustered into a category. The operative question was, “What about this topic clearly
identifies it as belonging to this category? In cases where there was difficulty
discriminating between subtle differences, the operational definition of a topic/category was
used to eliminate confusion. If topic/category identification remained difficult, then a re¬
reading of the context of the data segment was used to verify the plausibility of
identification.
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Other methods of verification were: the reproduction of findings across research
methods and cross case validity. Data replication occurred within multiple cases where
repeated themes emerged in several areas: the self and creativity, how creativity influences
the self, and conditions influencing creativity. This information can be found in the data
displays that link findings and conclusions in Chapter V. In addition, all data and analysis
procedures have been retained and are available for reanalysis by others.
Note: The following Table 3.2 has been included as a guide to the analytical
process of topic and category identification as it evolved through the three phases of
research: self-reports, interviews, and focus groups.
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Table 3.2: The Evolution of Category Identification Through the Research Process

j

Category: CREATIVITY DEFINITIONS/CHARACTERISTICS

I

Topics in Category for Self Reports
Definitions of
Creativity

Characteristics Related
to the Inherent Nature
of Creativity

Characteristics Related
to the Observing/
Observed Self

Characteristics Related to the
Experiential Self

Topics in Category for Interviews
Self

The PURPOSE of Creativity as it relates to:
Change
New things
Experience of
“Flow”

Others

Beauty

Topics in Category for Interviews (Continued)
The FUNCTION of Creativity as it relates to:
Combinations
Personal Agenda Heart
Experience of
“Flow”

Decisions

Connections

Topics in Category for Interviews (Continued)
Limi¬
tations

Self

Creative
Eye

The CONDITIONS Inf uencing Creativity:
Per¬
Risks
Aware¬
Others
sonal
ness
Agenda

Beauty

Self
Develop
ment

Gen¬
uine¬
ness

_Topic in Category for Focus Groups_
General Responses Related to Definitions and Characteristics of Creativity

I

Category: CREATIVE BEHAVIOR/EXPRESSION

1

Topics in Category for Self Reports
Alone
Interacting with
Objects/Body,
i.e., writing

Creative Behavior/Expression Done...
With Others
Alone/Others
Alone/Others
Interacting with
Interacting with
Interacting with
Body, i.e.,
Objects/Body,
Body, i.e.,
humor
imagination
i.e., music

Alone/Others
Interacting with
Objects, i.e.,
making things

With Others
Interacting
with Objects,
i.e., theater

Topics in Category for Interviews
Influence: Conditions of...

Personal
Development

Place

Mood

Time

Situation

Description
of Creative
Experience
Process/
Product

Topics in Category for Interviews (Continued)
Future Creative
Behavior/
Expression

Influence: Others

Influenced by Others

Supported by Others

_
Influence: Conditions

Related to by Others

Responded to by
Others

TopaS ilCategory for Focus Groups ___
1 Influence: Others_____

Continued, next page.
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Table 3.2 Continued

I

Category: HOW CREATIVITY INFLUENCES THE SELF

i

Topics in Category for Self Reports
Hope for or Loss
of Creativity

Creativity as
Essential to Life

Passionate
Responses

Strong
Responses

Creativity
Related to
Emotions

Miscellaneou
s Responses

Topics in Category for Interviews
Creativity Related to a Sense of Self

Creativity as Essential to Life | General Responses About Category

Topics in Category for Focus Groups
Creativity Related to a Sense of Self

I

Creativity as Essential to Life

Category: HOW THE SELF INFLUENCES CREATIVITY
Topics in Category for Self Reports

Personal
Abilities/
Capacities
Limiting
Creativity

Personal Abilities/
Capacities Supporting
Creativity

Creativity
Related to
Others

Creativity
Compared to
Others

Creativity
Related to
a Personal
Agenda

Creativity Related
to Personality
Characteristics

Topics in Category for Interviews
Creativity Related to
Feelings/Emotions

Creativity Related to
Personal Agenda/Choices

Creativity Related to
Personal Abilities/Capacities

Topics in Category for Focus Groups
Creativity Related to Feelings/Emotions

Creativity Related to Personal Agenda/Choices

Category: SCHOOL AND CREATIVITY

I

Topics in Category for Interviews
School Facilitates
Creativity

School
Hinders Creativity

Ambivalent Responses

Junior High School and
Creativity

Topics in Category for Focus Groups
School Facilitates
Creativity

School Hinders
Creativity

Ambivalent Responses

Junior High School and
Creativity

I Category: RESPONSES TO FOCUS GROUPS AND RESEARCH PROJECT"!
Topics in Category for Interviews
Responses to the Focus Groups

Responses to the Research Protect

_Topic in Category for Focus Groups
Responses to the Focus Groups

_
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CHAPTER IV

RESULTS

Introduction

The purpose of this study was to investigate how self-identified, creative
adolescents feel about creativity. What influence does creativity have in their lives and
what in their lives influences their creativity? Out of the eight sections that comprised the
data collection, the majority of research information came from the interviews and the focus
groups. Because the results of this study are based on a continuum of information, even a
partial completion of the eight sections of the research process has been included, i.e.,
participants that showed up for the first interview, but not the second; participants that
completed the interview process but did not attend a focus group; participants that
completed one interview, but did not fill out a biographical form, etc. Out of nine
participants, 77% completed 100% to 67% of the data collection, while 22% of the
participants completed 22% to 11% of the data collection.
This chapter reports the results of the 195 self-reports, fourteen interviews and two
focus groups. In the self-reports, 32 topics clustered into four categories. In the
interviews, 25 topics clustered into six categories. Four of these matched the four
categories that emerged from the self-report data, with two additional categories. Five of
these primary interview categories included responses from 100% of the participants. Due
to the large volume of material elicited from the fourteen interviews and two focus groups,
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only those topics with a 56% to 100% participant response rate were considered
thematically significant enough to report. In the focus groups, only those topics
thematically related to the interview categories were considered significant enough to
report.

Results of the Self-reports

One hundred and ninety-five adolescents (median age of 17) filled out voluntary,
written self-reports identifying themselves as creative, sometimes creative or not creative
and explaining why they identified themselves as they did. From the responses, 73%
responded Yes and 11 % responded Sometimes - making a total of 84% who felt that they
were either creative in general, or at least some of the time -13% responded, No; and 3%
responded inappropriately.
The primary response classification - Yes, No, Sometimes - was then applied
throughout the remaining second and third stages of analysis to create two layers of
information: (a) how many times did Yes, No, or Sometimes turn up in (b) a specific
conceptual category of response? This resulted in four categories with 21 related topics and
26 sub-topics.
As shown in Table 4.1, four categories emerged from the 667 total data segments:
Categories Of Creative Behavior/Expression, with a 54% share of the total data, was the

largest and most obvious conceptual category. Here, adolescents referred to a wide range
of personal behaviors comprising 26 different categories that they considered creative:
dancing, idea generation, landscaping, selecting friends, writing, etc. (See Table 4.2). The
second most apparent category was Creativity Definitions/Characteristics, with a 13% share
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of the total data, where adolescents revealed what they considered to be either
characteristics of creativity or a definition of creativity (See Table 4.3).
The third and fourth categories were conceptually more subtle, complex and,
initially, the least evident. How The Self Influences Creativity, with a 26% share of the
total data, refers to those aspects of an individual—capacities, abilities, personality
characteristics, the effects of others—that impact creative expression (See Table 4.4). How
Creativity Influences The Self with a 7% share of the total data, is the reverse of the

previous category. Here adolescents made strong to passionate references about the impact
and/or essential importance of creativity in their lives (See Table 4.5).
One category, that fell outside of the main analytical framework, related not to
content or meaning but to the emphasis of response. Within the primary response
categories of Yes and Sometimes, 34% of the adolescents indicated a range of emphasis
from strong to passionate. These responses were characterized by linguistic modalities,
i.e., "I adore...," "I love...," "...very important..."; expressive modalities, i.e., words
written in letters that were considerably larger than the rest of the writing, "YES! I am
creative." or with graphic design elements used in words and pictures.
A third topic within the category, How The Self Influences Creativity, related to
private agendas and adolescent creativity. Unlike the domains of academic intelligencecourses of study and academic records—which remain connected to the agenda of
educational adults and parents throughout high school, the processes and products of
creative experience develop within the privately controlled agenda of the adolescents. One
characteristic of adolescent creativity is this unique authorship of a private, self-controlled
creative response to a life experience. In the self-reports, the adolescents offered a variety
of comments relating creativity to their private agenda:
From the primary Yes responses: "I like playing with my mind and challenging
myself." "I like to come up with my own ideas." When I'm alone...I can usually think of
things to occupy myself with that aren't typical." I like to write and make my own
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creations." "I like to make new things myself." "Yes, because I do a lot of things on my
own." "I like to write, draw, paint, explore... they're sorta like my own little ways of
exploring myself." "...[creativity] is how I live my life."
From the primary Sometimes response: "I am...in my own world." "I find my
own way to think about problems..."
Also, within the primary response categories of Yes and Sometimes, 34% of the
responses credited creativity with being an essential part of their lives. These responses
ranged in emphasis from strong to passionate and were characterized by such statements as:
“[Creativity] is essential for my mental health.” “Without creativity, I would have low
energy.” “Without creativity, we would cease to exist.”
In addition, 81 % of the participants who responded No included detailed
explanations about why they did not feel creative. Even though they identified themselves
as not creative, they had something they wanted to say about creativity that was valued
enough for them to take the time to do so.
Besides the self-perceived value of creativity, the responses also indicated a
relationship between creativity and self-concept. The second largest grouping of data
segments (33%) related to self concept and encompassed two out of the four categories and
12 out of the 21 topics.

Results of the Interviews

Category 1:

Creativity Definitions/Characteristics

Since part of the investigation was to discover how the participants thought about
and defined creativity for themselves, a definition of creativity was not constructed as part
of the research framework. All nine participants gave direct responses to the interview
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question - “What is creativity for you; how do you define it?” The 18 topics that emerged
fell into three main categories: a) the purpose of creativity, b) the function of creativity, and
c) the conditions influencing creativity. The topic with responses from the majority of
participants (78%) related to issues of the self. The other 17 topics ranged from 33% to
11 % participant involvement.

The Purpose of Creativity. In response to “What is creativity for you; how
do you define it?” all nine participants implied that their definition of creativity was tied to
what purpose creativity served. All four female and all five male participants offered
comments on six topics.
Five participants connected the purpose of creativity to an awareness of self.
From the female participants:
N:

“It’s my life. It’s me. Myself. Creativity is what shapes me.”

JO:

“I think of being myself...”

From the male participants:
S:

“...being individual, being a way that's in some ways different...this

creative process of finding myself which is what I define as creativity... trying to find out
what you'd be most happy doing and where are you most happy going.”
O:

“Creativity for me is...being someone who...makes something entirely new

that is from just themselves, from me. The only thing that I can truly ever possess in any
real sense at all, because everything else that we think we possess passes away whether it
goes to someone else or just deteriorates (we don't possess anything, we just use it for a
time), but something that I've created is MINE. Creativity is basically anything that you
make yourself in an attempt to give of yourself.”
JS:

“It’s whatever you do. To me, it’s whatever someone does that lets them

tap into themselves... where they can just lose themselves in doing it.”
Four participants indicated that the purpose of creativity was connected to others.
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From the female participants:
JO:

“I think of being myself and not thinking the same as everyone else and not

looking at things the same as everyone else and not just accepting what everyone else
accepts as being creative.”
L:

“[Creativity is] being able to let go of what you think is the normal way to

be and what people expect you to be.”
C:

“I think a goal in my life is to find absolute beauty and through creativity to

make the lives of other people very simple.”
From the male participants:
Y:

“I think C is being able to see...room for changing things that other people

haven't seen before.”
Three male participants indicated that the purpose of creativity was connected to
change:
Y:

“I think creativity is being able to see...room for changing things...That you

take a set pattern and somehow change it around in a way that isn't at all obvious just from
looking at the pattern itself.”
S:

“Changing things...being a way that's in some ways different - not better,

not worse.”
J:

“I would define it as anything you can do to change something...”

Two male participants indicated that the purpose of creativity was connected to
making new things.
Y:

“It’s not possible to be really creative if you're not willing ...to [look] for

new approaches...”
O:

“Creativity, for me, is...someone who...makes something entirely new that

is from just themselves...”
One female participant spoke about beauty and the purpose of creativity:
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C:

“So when I create something with my music, I'll take specific elements -

lets say I can play the scale or I can play these wrong notes - then say, how can I form
them to make something very beautiful? I think a goal in my life is to find absolute beauty
and through creativity to make the lives of other people very simple.”
Two male participants indicated that the purpose of creativity was connected to
being able to flow with the moment.
JS:

“...that Zen moment when I'm not thinking about anything...[everything]

else fades away...and I sink into the page. When I'm on a wave the same thing happens.
If s just me and the wave talking and there’s nothing else. When I'm canoeing it’s me and
I drift into the cosmos with the land masses and there's nothing else. Everything fades
away except for that, my mind's eye, that's the moment.”
Q

“Pure creation is...like a period in time that is enlightened, though you're

not, but that period in time for you is timeless. Pure creation is when I'm writing - or
when a true artist is painting or a true musician is playing - it’s just a complete egoless
separation. It’s not me sitting down and writing, it’s just writing. Once you've done that
once, once you've been to that place of pure creation and come back, you can never be the
same again in your life because now you know that exists.”

The Function of Creativity. In response to “What is creativity for you; how
do you define it?” six participants indicated that the definition of creativity was tied to
different functions creativity could serve. Three female and three male participants offered
comments on six topics.
One female and one male participant spoke about creativity related to making
combinations of things:
C:

“Creativity, to me, is being able to take different elements out of daily life

and combining them...”
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Y:

“I think creativity is being able to see combinations of things...that other

people haven't seen before.”
One female participant saw creativity related to connections:
L:

“Creativity...is when you have unusual connections in your head that you

can put together...”
Two female and one male participant made references to creativity and decisions:
N:

“Creativity is what shapes me, makes me make decisions for myself.”

C:

Regarding my definition of creativity, I decided that I felt an important

aspect of creativity is that you realize what your personal restrictions are...and you take
what you know is given ...deciding: okay, this is what I can do, what I can make...out the
gifts I have and the possibilities I have to reach my own goals.
S:

“I think that it is creative because...I've made a decision on how to think...”

One female participant regarded the function of creativity to be aligned with her
heart and her personal agenda, while one male participant regarded the function of creativity
to be aligned with his personal agenda:
C:

“When I'm being creative...it’s important that it comes straight from the

heart and not from what other people want.”
Y:

“[Musical creativity] takes a lot of experience and it's not just about

spontaneity and using what you've learned and seeing what other people do...when you
reach a certain level, which I'm not sure I've reached yet, you can start actually putting
your personality into the music, your own ideas.”
One male participant implied that the function of creativity related to both personal
agenda and a sense of flowing with the moment:
JS:

“It’s whatever you do...where [you] can just lose [yourself] in doing it.”

The Conditions Influencing Creativity. In response to “What is creativity
for you; how do you define it?” five participants indicated that the definition of creativity
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was tied to specific conditions affecting creativity. Two female and three male participants
offered comments on ten topics.
One female and one male participant felt that a necessary condition for creativity
related to the self. The female participant included a connection to others as well as to the
self:
L:

“...they [participants in the focus group] were saying that if something is

truly creative then it is comes solely from yourself and it doesn't matter if other people can
understand it. And I think I agreed with that, except I don't think that's possible. It has to
have relevance. It’s more effective if it’s understood, I think, in however small a way. It
almost dies if it’s not.”
Y:

“It’s not possible be really creative if you're not willing to step back and

really put yourself in your work.”
One male participant highlighted self-development as a condition of creativity:
Y:

“It takes a lot of experience and...when you reach a certain level...you can

start actually putting your personality into the music, your own idea.”
One female and one male participant felt that another condition for creativity related
to the “creative eye.”
The female participant included the condition of awareness to be present with the
“creative eye” in order for the creative function of “unusual connections” to manifest:
L:

“I think that's what [creativity] is when you have unusual connections in

your head. I think a lot of people have those kind of connections but maybe they just think
of them as, oh that's ridiculous, or wonder what's going on. But if you think you have
[these connections] and then you realize they are also kind of interesting or funny or ironic
or subtle or something and you want to show them to other people that gives you the
capacity to be creative. [Researcher’s response: “Let me see if I've got this right, are you
saying that the capacity to be creative is connected to not just the interesting connections but
how you can get them out?”] Mostly how you can get them out, but first you have to
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One female and two male participants felt that restrictions placed conditions on
creative behavior. The female participant and one male participant reflected on restrictions
that increased creative behavior. The other male participant reflected on restrictions that
decreased creative behavior.
C:

“Regarding my definition of creativity, I decided that I felt an important

aspect of creativity is that you realize what your personal restrictions are in terms of ‘I can't
fly,’ or whatever, and you take what you know is given, deciding: okay, this is what I can
do, what I can make out of that, and how can I do the things I want with gifts I have and
the possibilities I have to reach my own goals.”
Y:

“[Creativity is] working within constraints and changing things somehow to

fit your own agenda.”
JS:

“I'm not saying structure can't be creative. But often when it’s kind of set

where there's no room for debate, [it] kind of narrows things off - a lot!”
One male participant felt that risk was a necessary condition for creativity:
Y:

“It’s not possible to be really creative if you're not willing to take a lot of

risks; not taking risks for the sake of taking risks, but looking for new approaches and
really stepping back and really putting yourself in your work.”
One female participant felt that beauty and being genuine were both conditions
necessary for her definition of creativity:
C:

“I'll take specific elements, lets say I can play the scale or...these...notes.

Then saying, ‘How can I form them to make something very beautiful?’ I think a goal in
my life is to find absolute beauty...When I'm being creative, I try to create something
genuine.”
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Category 2:

Creative Behavior/Expression

How do each of the nine participants manifest their creativity? What forms of
creative behavior and expression make up their experience of creativity and what do they
have to say about their creative process? The 12 topics that emerged from participant
responses fell into four main categories: a) descriptions of creative behavior/expression, b)
conditions influencing creative behavior/expression, c) the role of others in creative
behavior/expression, and d) their futures relative to their creative behavior/expression. Out
of 12 topics, three topics had a 100% participant response rate: descriptions of their
creative process, the influences of self-development issues and environment (place) on
creativity. The other 10 topics ranged from 22% to 89% participant involvement.

Descriptions of Creative Behavior/Expressions. The participant selfreports contained a more detailed listing of specific creative behavior/expressions than the
dyadic interviews, where participants tended to focus on a particular form of creative
behavior in which they were either currently, or most recently, engaged. All categories of
creative behavior/expression emerged from the data. Whatever a participant considered
creative behavior constituted the research definition of creative behavior. The results for
this topic showed of a minimum of three areas of creative behavior/expression for all male
participants with a minimum of four areas for female participants and a maximum of six
areas for one male participant. The area of writing involved 78% of the participants; music
and the fine arts, 67%; ideas and imagination each 33%.
Following are participant responses concerning their creative processes, beginning
with the contents of each participant’s self-report answering the question: “Do you feel that
you are a creative person? If yes, why? If no, why not?” The self-reports mainly reflected
behavior/expressions, while the interview responses focused more on the creative process
of those behaviors relative to specific products: musical compositions, drawings, ideas,
etc. Where it made sense to do so, certain information has been identified in brackets:
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participant response clarification, the researcher’s response/question, research “topic” name
for specific behavior/expressions, as well as pertinent information about the participant.
From the female participants:
JO:

Self-Report: “Yes. I think my own thoughts [ideas] and make my own

interpretations [individualism]. I write short stories and poems, expanding my own
thoughts and experiences into fictional context [imagination]. I try not to fall into the traps
of conformity [individualism] around me: in dress, action, and words [the accouterments
of self].
JO:

Interview: “I just love to sing, that’s what I do all the time and I guess

that’s my art form. [Outside of this one reference to singing, JO focused most of her
remarks on her writing.]
[Researcher question: “How do you see creativity connected to your writing?”]
“You mean in school or...[“anywhere”] “Well, at home I write real emotionally. Either,
I’m really happy or really sad or really angry, so whatever I'm feeling comes out. So
that's being creative, I guess...And I guess what I do is write about how I'm doing, but
fictionalizing [it].” [Researcher response: Can you tell me more about that, how you
fictionalize your life?] “Well, I guess it mostly happens if I write short stories. I take
experiences I've had or emotions I've had and I try to put them into someone else. I wrote
a story last summer that was, I'm trying to remember what my basis for it was...it was
about a girl who went crazy and she got locked up in a mental institution and she was
young, like in elementary school. I remember I wrote it right after I'd been feeling really
angry at my mom , that's what it was. My mom and I got in a huge fight, arguing and
everything, and so in the first part of the book the girl murders her mother. I realize I make
myself sound violent. I sort of took my anger and thought of someone else [who] could
react to it and tried to make it into a story, but based on my feelings.”
C:

Self-Report: “Yes. I am a violinist who aspires to be a performing artist. I

spend much time thinking about what I want to express with music and how I will proceed
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in doing so. Besides the drive to create music, I enjoy cutting out interesting pictures and
sentences from magazines and using them in completely other contexts when I write about
my life or about being an artist. Thirdly, I have a wild fantasy world in which I stick
elements of my life together to create new situations [imagination].”
C:

Interview: “...that [the meanness of peers in elementary school] also helped

me to think about other ways I could please myself and ignoring them and taking music,
because that was the real avenue for me where I...felt like I was making something really
worth something. At the same time, this whole dream world started developing in me. I
was about 12. I remember very clearly walking down the road and thinking ‘Well, I'm
standing here on the street, but in ten minutes I won't be standing here on the street. I'll
never be able to have that same moment again.’ And for about a year [after that] I was
completely paranoid about time escaping and not being able to hold onto what I had right
now. That sort of evolved into these sequences of taking people who I really liked and
thinking of scenarios of being together with them and having adventures and being able to
relive and relive and relive that [imagination]...”
“When I create something with my music. I’ll take specific elements, lets say I can
play the scale or I can play these wrong notes. Then saying, ‘how can I form them to make
something very beautiful’...When I work on a piece, I don't just learn the notes. I really
spend a long time. I just finished a concerto which I'd been working on for a whole year.
And I really tend to live with my pieces because it takes a lot of frustration to play a piece
well and deciding: how do I want to articulate this? And to me, music also carries certain
emotions in it, not just emotions but experiences. It also helps me overcome my fear of
time, in that I can always go back to these pieces and play them and be drawn back to my
friends or on my own to a certain discovery that I've made. It calms me down. It s very
frustrating when I can't express fully what I want to express so that's why I stick to a piece
for a long time. There's a certain truth about music that the longer you play a piece,
sometimes you feel, well, I've learned all I can. But if you keep on playing, you will see
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that there is more I can do. That's what is exciting about music because you can keep on
going and going.”
N:

Self-Report: “I always change around my room [interior design]. I wear

old clothes mixed with new clothes. I always act in skit’s with my friends on a regular
random basis. I like to make my salads look like geometrical kaleidoscopes. I use
necklaces for hair things...basically, I’m a reusable person.”
N:

Interview: [Besides the behaviors in her self-report, N spends the major

part of her time outside of school preparing for a dancing career. In fact, N was only able
to complete the first interview because the research process interfered with her daily dance
lessons.] I write stories. I write poems, make books for my friends for their birthdays. In
terms of ballet, because I'm a dancer, I make up a lot of different things to wear. I draw
pictures for my poems and I write poetry and have really strange stories that some people
think are kind of strange. I don't know, I just let my imagination go. I'm an imaginative
person. I'm an imaginative writer. And I was always big in art that, but I never really took
art lessons. And of course my salads. That's my trademark in my house. It’s always, ‘N,
come down and make a salad,’ and I feel like a culinary chef or something, gourmet chef or
something crazy like that [laughs]...I'm a little bit on the wild side because I'm not really
like them [her peers] that much. N with the really crazy ideas, cuz I'm different from them
and I put out a whole bunch of different ideas than they would.”
L:

Self-Report: [L’s self-report was a visual response, a green ink drawing,

without words, of a landscape of mountains and a valley that, on closer examination, were
made up of human heads. One mountain-size human form began with legs and a torso that
evolved into a long braid. At the end dangled a tiny human figure. At the top of another
peak a figure danced while holding a water vessel on top of it’s head. In-between the two
figures was a rising sun. The valley held a cabin and a road going up into the mountains.
The entire drawing measured 1.5" x 2".]
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L:

Interview: [During her interviews, L verbally identified four areas of her

creative behavior/expression: drawing for school and personal reasons, playing and
composing music on the piano, writing, and using her imagination. The following relates
to her perspective of her creative process.] “...when I'm feeling very creative I can
remember almost anything: any instance, any day and that [happens] more when I'm
feeling bad. I can pinpoint when I felt that way before. [When I use my] associative
memory, that's when I draw better and make visual connections and when I play more
expressively on the piano - when I can figure out what it is I am feeling, [like] when I felt
that way when I was younger...I guess I appreciate detail more. If I’m walking down the
street and I see something I think is interesting looking, I'll look at it for a long
time...places I've never been in, I notice people's actions...and I try to make up the story
behind it...if I'm feeling especially creative, and not worn down. I'll just try and imagine
what it’s like and put together pieces of the lives of the people [like C] that work there.”
“I've got a few...in my English and Social Studies. I draw in the front and then I take
notes and I have pictures because...I have a better visual memory...when I want to
remember something, I think of where they are in relation to the pictures.

...the way I

relax most often is when I'm drawing or writing or playing the piano and it sort of drains
things out of my mind.”
The male participants:
O:

Self-Report: “I’ve written big, fat, extensive novels on the subject of pure

creation-soul-body longing & the various etc.s of existence. I write songs. I paint. I
create my own ‘realisy’.” [An invented word, across between fantasy and reality.]
Q

Interview: [Besides writing poetry, prose and songs, O also played drums

and a “little” bass, and uses his imagination.] “Creativity is basically anything that you
make yourself in an attempt to give of yourself...My father was pleasantly creative...but he
wasn’t at a gut level drive... And that's the big difference for me. It s like I could drive
myself insane writing for the rest of my life, just doing it. It’s different. It s just a
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different form of the same thing. In both ways, both people are putting out something of
themselves and giving of it, but one person is enjoying it. Like I love writing, but I really
don't see it as a pleasure. It’s not a pain. But it’s not a pleasure. I have to do it. It’s such
a necessary, basic part of me. It’s like my bones...”
“What I do is [pulls a notebook out of his back pocket], I carry around one of these
little notebooks so I can write stuff down as I go through the day. I'll sit down on the
sidewalk and I'll see some guy pass by...and I'll sit down and describe him and I might
save him for a crowd scene or something that I'll write later...”
“For a long time, for five years, I just wrote poetry. I wrote all the time.
Constantly through the day. I'd constantly write poetry for four or five years and then last
fall in September, I started writing a novel, sort of daring myself to see if I could do it. I
couldn't at first. It’s sort of a novella. It’s short. I was just trying to take the way of
poetry and make it cohere and conform into prose because I've never written a lot of prose
so I was just trying to do that...every chapter would start out happening in terms of plots,
themes, events, characterization, a solid, real-world type of thing. But then in the course
of a day or an hour conversation, [the story] would fade off and go purely into the mind of
the narrative character. It’s more about ideas than about plot, and the expression of the
ideas takes front seat so that if something in the plot doesn't work for the idea, you don't
have to worry about it. Just as...if you were writing a regular, English novel, if you have
an idea that doesn't fit the character, and the writer wants to fit it in, he'll just use his own
voice. It’s just an idea that I had...sort of the flip side. If the character doesn't fit an idea,
I change the character because it’s not as important [as the idea]...There's no real plot in the
strict sense. It’s just the ideas...they progress and grow and they are the plot...how the
ideas evolve, but if you read it from the point of view of characters and a story line it
doesn't cohere.”
[Researcher question: “And the ideas, are they connected to the character’s life?”]
“There is a narrative voice, an ‘I.’ That's the only solid thing because time and location
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and place, [snaps fingers] dissolve just like that...much of it is poetry and nothing more. If
the character walks into the woods, it’s poetry walking into the woods. When he comes
back from walking in the woods, he's probably not going to go to the same place from
which he entered the woods and it doesn't matter because that’s not the idea. When he
walked in the woods, the idea he carried in with him dissolved and changed so that when
he comes out, he's not going to be in the same place...[he’s going to] come back a totally
changed person.”
“I'm working on another one now which is a lot better because I know more what
I'm doing. With poetry, you have one idea, you write it, you're done. But with longer
prose you have an idea, and not only do you have to carry it over a long period of time, but
you have to have the end of the entire story in mind while you are writing the beginning.
[Later, addressing the creative experience] “...once you've been to that place of
pure creation and come back, you can never be the same again in your life because now
you know that exists. [Researcher question: “So what changes?”] Your entire perspective,
everything that you trusted in...It’s like a small vision, like Ezekiel [who] goes out and has
his vision of dry bones in the bible and after that everybody thinks he's crazy . He thinks
he's crazy, he'll say, I'm totally out of my mind...on a lesser level it’s the same sort of
thing happened to me. I don't know how it did, but one day I was just sitting down and
writing poetry like I usually do and I was gone...It’s like consciously sitting there and
trying to work it out, thinking to say and it’s really hard. And I'm really trying to do it.
But then, after a while, you slip away and you're just flowing. Going on and on and on
and you're writing pages and you're just a happening event.time is always kind of
fascinating. And I'll play with it. I'll just test myself. Like, write a page and look up and
see it took 15 minutes. Look at my watch. Write another page. Look. It took me half and
hour. Write two pages and look and five minutes has gone by...”
J:

Self-Report: - -Inventive

I happen to feel very strongly

-Artistic

about my creativity and I enjoy
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-Musician

all the things I can do because

-Sculptor

it makes me happy, but there

-Painter

isn’t a lot of outlets for this
creativity.

J:

Interview: [Researcher question: “What are the different ways you express

your creativity?”] “Simple, drawings on a piece of paper. I play music and I'm forming a
band recently. And I know how to fit everything together in a band. Like having the bass
go with the drums and the guitar or having it go by itself. And being able to detect
anything that's wrong with the song. Just playing in the band is fun by itself. I also work
with wood. I make things out of it like the handle for that guy's cane. Make little cars...
As a child I don't really know what I did. I know I did drawings of different thing. I did a
drawing when I was about thirteen, fourteen, of a rose with a skull in the middle of it.
Somehow I was just cool at drawing skulls a lot. I’ve changed that now because I grew
[up] from when I was drawing figures of people slashing each other and stuff like that.
My drawing now is more paintings, less violent things. I've drawn a few skulls. I did a
painting of a skull with all different colors on the inside of it. On the back it’s like red and
blue and the skull stuck out and you could see everything it was supposed to look
like...thinking of different things.”
JS:

Self-Report: “YES.
I think freely and I create.
I’m an artist.
I elaborate on the simple,
and make the elaborate simple.

JS:

Interview: .[Researcher question: Tell me more about how you express your

creativity.] “Well it’s kind of a personal thing. There’s a mode of thinking you can get
yourself into, sometimes, and it’s like when...This is the way my mind works
sometimes...! was canoeing. It was a hunter's moon, right, really bright out. Stars are
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everywhere I was really still but the current was moving hard so you could feel it, but it
was really still though, like the undercurrent of my poem. You could see the reflection of
the stars in the water. I was just sitting there, caught in the paddling thing, just zoning in
my own way, going with it. Massive land on the sides of the river, and the land with it’s
reflection in the water just really bright. [It all] became one massive land floating in space.
[It was] like I was canoeing through the cosmos or something and I totally got into it.
Stars floating everywhere. I'm just drifting, laying back just drifting in space with these
gorgeous trees all over. The moon’s really bright. Things like that: ...[a] way of totally
switching things and changing and getting yourself to be in a totally different place. Just
sitting there thinking differently. You just set it in your mind differently and it becomes
different.”
“And if you're out on the porch like that, I mean there's no reality to stop you, no
one to say anything, nothing that can pull it away from you because you are totally alone
and you're just like drifting, totally mesmerize right into it. Things like that, that's the way
I see it. It’s a way of seeing, of thinking, actually. A way of setting things in your mind
just to make them different so you can see them differently. Once you can catch that
completely that's what I mean, that's the creative eye...like another time, I love
canoeing...my friend Tom and I tied the anchor to a tree, strapped it around so we're
drifting in the middle of the island. You can see the brightness outside of the cluster the
trees we were in. And we had this crate in-between us...with a chess board on it, with
candles melted at all four spaces...in the middle of this completely beautiful...really coming
up with the idea to do things like that.”
[Researcher question: “Would you describe that as the same kind of creative
experience as when you're drawing?] “It’s different. It's got more adrenaline, I think.
When you're drawing, you're thinking about what you want to draw and then you just let it
spill out on paper. When you're doing that [out canoeing, in nature] you gotta really make
your body pull it together...It’s [creativity] the one thing you can do [that] you don t have
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to do for this reason, you don't have to do it for any [reason]..it doesn't have to be done
actually. You just do it because you want to do it and it doesn't take effort and it’s just
something you like to do. It just comes out of you, that's art.”
[Researcher question: “Are art and creativity the same thing for you?”] “It’s pretty
much the same thing, they pivot on the same. But illustrative skill has nothing to do with
art. Art and creativity are completely, you can be the greatest illustrator in the world and
have no creativity. It can be just like a job to you.”
S:

Self-Report:

“I create things.
I change things.
I can destroy things.
3 heads of cabbage
I think
and I think differently than other people
I make jokes,
I write essays.
I figured out why this is like a shopping list
(besides the cabbages),
to make a creative shopping list, it takes
creativity.”

S:

Interview: [Researcher question: “Tell me about the self-report you did, ‘I

change things, I destroy things etc.’.”] “I just got really random and I think my ideas are
flying around in my mind, not too coherently, but I wrote them down and figured, here,
why not? [Researcher question: “How do you feel you express your creativity?”] “I guess
it'd be more in my thinking. I like thinking how to approach certain life situations, like my
friends who are stressing about things that they really don't have to stress about...I've got
some problems in my life, but I'm not dwelling on them. If I can't solve a problem, it’s
that I know there's a solution, but my friends, there's one way that they go, but there are
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three things that might happen that they'll be afraid of and dwell on and really in a kind of
stagnant, useless way. I try to throw my attention at things that I can change and I can
improve. Trying to keep focuses on things that are important, and things that aren't
important - I'll pay attention to - but I won't obsess over [them].”
Y:

Self-Report: I am not your classic ‘artistic soul.’ I do, however, use

creativity. Sometimes a great deal of it, when it comes in handy, such as in school
assignments. I think the crowning moment of my creativity came earlier this year, when I
wrote and directed a 15 minute play for our schools’ student-written plays festival. It was
an avant-garde play of which I’m very proud. I also write my own small music
compositions.”
Y:

Interview: There seems to be this creativity register when I want to be

creative, I turn it on. And when I don't see a need to,[I don’t turn it on]. I don't think of
myself as creative at those times...writing the play is a more intellectual kind of enjoyment;
whereas jazz is more spontaneous. You think about the solo a while before hand and then
you do it, and it’s over. Whereas the play is a much more in depth creativity...It’s hard for
me to be spontaneous. I'm always grounded in something...the jazz structure. I need
structure to just start doing things.”
“I consciously wanted to write a creative, weird play that was different. I had seen
a lot of these student written plays and there was a common weakness that they all had,
they were too bogged down in themselves. Bogged down in their own plot and expecting
the audience to be fascinated by the characters... basically started saying the same things
over and over again. Which I didn't want to do. [So], as I was writing the play, I was
imagining what it would be like in the audience and how would they react to what was
coming next...Avant Garde was a type of theater that I had heard of before, but no student
written plays had ever done something like that. And I didn't think that other people in my
high school would really appreciate it that much.”
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“[But] I thought there was something about Avant Garde theater that whatever you
say about it, it’s not boring. And so that was one of the reasons I wanted to do it. If it
turned out badly, at least it wouldn't be because it bored the audience.”
[Researcher question: “Where did the idea come from and how did you move
forward with it?”] “ It started out just with a desire to write a play. And then I spent a lot of
time thinking about ideas. I got lots of ideas and I tried going at [them] from different
approaches, plot everything out from the beginning. Because when I do it the other way when I just start writing - it doesn't work for me. I always get blocked...I just plotted out
little parts in little spurts. Parts of dialog, specific ten second scenes. That part took a lot
of time. I'm trying to think....about a month or two and the actual writing took a lot less
time, about 20 hours, 30 maybe.”
“It might have been more because, even when I submitted it. [it] wasn't in a final
draft. There was still several parts that I was stuck on and I didn't know what to do. And
I ended up afterwards totally revising them. [One specific part] I just wrote it out and
somehow forced myself to keep it in there even though I wanted to delete it so many
times...[Research response: “because?”] Because I was afraid of the audience reaction...
[Research : “So you took a risk?”] “The whole play was like that. There was a lot that
could have gone wrong. After the play a lot of people told me they like that specific part...I
like to try out new ways of doing things in the play. New ways of saying lines, new ways
of moving around and that somehow reduces my general feelings of inhibition.”

Conditions Influencing Creative Behavior/Expression. Five conditions
were discussed by the participants as affecting their creativity: 100% of the participants
discussed the influence of place (where creativity happens) and personal development
(changes in self perception/awareness), 100% discussed time, 33% discussed mood, and
22% discussed situation.
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The responses that related to personal development came from the questions:
“Have there been different ages when creativity was more important than others?” and “Has
being an adolescent changed your creativity?”
From the female participants:
C:

“I think it’s [creativity] been pretty steady. It’s been growing more and

more. I think when I was young, I wasn’t that aware of it.”
N:

[“Has being an adolescent changed your creativity?”] “It has tried to. Peer

pressure, what do to on one night or what to do on the other night when I want to do
something else. I could be writing something instead of going to the movies, or going to
hang out, or going to a drinking party. I wouldn't want to do that [hang out, movies, etc.]
all the time but sometimes it has overcome my personal strengths - [which is what] I
think...my creativity is, I guess, my personal strength. [“Has being a teenager changed
your relationship to your creativity?”] No, not that much. As I grow older I have more
things to think about.”
JO:

[“Have there been different ages when creativity was more important than

others?”] “High school...well I didn't really start trying to be my own person till 9th
grade. I was always very inexperienced, I guess, when I was younger. Like I was
really...I didn't really see what was going on around me so I just followed what everyone
else did, blindly. I didn't like think about it and I was happy in my little sheltered,
sheltered world. I didn't really think about being my own person [until] I started in the 9th
grade. But more so in the 10th and 11th [grade] I was more passionate about being
myself. [“How has being a teenager changed your creativity?”] “... coming of age and
realizing who I am and what my goals are and what my beliefs are...”
L:

[“Have there been times in your life when creativity is more important to

you than other times?”] “Yeah, I think since... 7th grade. I wasn't that social and I would
draw almost every day just to keep myself occupied...I found that it made me feel that I
[had] a place, an area that nobody else would understand...! felt I could do that by myself
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and nobody knew about it. But now I think I just don't have time...[“That was 7th grade?
How long did that period hang in?”] “...in 8th through 10th grade, I didn't really do all
that much. I was more interested in sports and getting to know a lot of people. I still drew
a lot and the best things I've done have been then, but...I wasn't really proud of anything
I d done...[“So that's an interesting paradox, they were the best things you'd made but
your relationship to them didn’t feel like the best.”] Lately I'm never pleased with anything
I do. I mean, I like it all right, but I just always think it could be better and it’s not all that
great. I don't know if that’s just high school. There's so much pressure. [“At what age
did you begin to consider yourself creative?”] I think ever since I was little I always
thought I was. I mean, when I was playing with my friends I would make up characters
and play out different scenes and I always thought I was good at that. I guess when I was
really little, I liked to dress up...thinking back it’s hard to realize what I was aware of then,
but I think I knew that I was creative.”
From the male participants:
J:

[“Can you tell me about the part in the self-report you where you wrote

about "inventions?"] “I haven't really been inventive recently. But before I have created
different things, put different things together, parts of bikes. I was thinking about doing
something with a bike, putting a motor on it, a scooter actually. Making a sort of house out
in the woods for whatever reason.” [“ Has being a teenager changed your creativity for
you?”] “I think it has for the better. I've been getting past the phase of one type of art or
music and drawing. Now I'm going into other mediums, like painting, things like that. As
I get older I’m getting into more things like that. I sculpted a couple of years ago. I
haven't been sculpting recently because I haven't had any clay. And I don't have any way
to fire it anyway. [“But if you did, you would?”] “Yeah, I definitely would.”
JS:

[“At what age do you feel that you began to consider yourself creative?”]

“This year, to be honest, this year. I never thought of myself, of drawing as being creative
I never really thought about anything to be honest. Kind of left home and started tripping a
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lot didn't really care so kind I don't know it’s kind of weird to start thinking about things
like that when you are actually in a good place you can think about...So there was no
beginning point where I said, ‘Oh, I was creative it.’ ...in the past year it just
gradually...once you can see that, you can see it in everybody else and wow! Wow!
Everybody is creative.” [“Has adolescence changed your creativity from childhood?”]
“It's much more...structured, in the sense of...it’s not structured in the sense of how I do it
but why I do it. There's like laws that are established, especially about drawing. Like I'm
not an abstract drawer, really. Well, once in a while I will just to play with it. But now
usually when I draw it’s like I don't even think about it, but [there are] built laws for the
shadows to come out and things that have you build, illustratively, these laws that you have
to know about. They don't restrict you because then the creative side, says ‘let's do this or
this or that,’ and the illustrative side helps you do it so it looks pleasing. So you can put
what you see in your mind on paper. So they built laws, it’s kind of weird. [“Has being
an adolescent changed your relationship to your creativity since childhood?”] No, it just, it
has laws, that's all. When I was a kid it was just like Whoaaaaa. Splash this here.”
S:

[“Have there been times in your life when creativity was more important to

you than at other times?”] “That would be now. Basically, I'm switching the focus on my
academics. Used to be science and math, now I'm much more into English, and Social
Studies and I'd like to try art. Also I'm into an age where I get to appreciate art some.
I've got symbolism running around in my head, I've got representations of stuff...[“Can
you tell me about the symbolism?”] “I make connections between things a lot easier, like
I'll see how electricity relates to something like neurons running around in my...I was
reading Wind in the Willows, and that's considered a children's novel, but it’s not. It’s
written kind of simple but there's a lot of stuff in it that's totally heavy and hard to grasp.
[“At what age did you begin to consider yourself creative?”] “Now.” [“How has being a
teenager changed your C ?”] “I think it changed the level on which I do the creating... now
I'm writing essays that are much more complex and subtle and expressive, just more
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advanced states, [“How has being a teenager affected your relationship to your creativity?]
“I relate to it period. I've never thought about it before...”
Y:

[“Was there an age when you began to think of yourself as creative?”] “I

think I started thinking about myself as creative before I actually was creative. When I was
really young, five or six. I loved to draw a lot and make up new games that made no
sense. I just loved the fact that I was creative, not the actual things I was doing, just that I
was being artistic.[Through different authors] you start to see how open, how limitless,
how much room there is for creativity, different ways of doing the same thing. A lot of the
time being creative seems to be related to the realization that there are new things to do and
a desire to consciously be creative. [“What age are you talking about here?”] “Around the
ninth grade.” [“Do you feel your relationship to your creativity has changed since you've
been a teen, from when you were younger?”] “I guess I can think about it more abstractly
now, more in general being creative...and plan out things I want to do in the future. That's
how a lot of the creative things I do start out, as an idea that evolves over time as opposed
to spontaneously doing it.”
O:

[“Have there been times in your life when creativity was more important

than others?”] “Yeah, definitely. When I was a little kid I was creating every day,
constantly. [“At what age did you begin to consider yourself creative?”] “Probably like 13,
I'd say. That's when I first started to write down poetry...then it was just like I would be
hanging out in my room listening to music and I'd just go, just do it. Sit down and write a
poem, just like throw it on my desk. It was around that age when I started to [think], what
is the thing I'm doing? No one else does this. None of my friends do this, why do I do
this? [That’s] when I first realized, not everyone does this. That's when you say, ‘I'm
creative.’ ...But now, it’s like the older you get and the more life and the people you meet
and everyone's trying to take away from you that. [“What's the ‘that ? ]

That side of

you, that essential self, you know, that imagination. When it’s just the world, as you
know it. People try to take that away from you the older and older you get and it becomes

96

more and more important because it’s like you have to work harder to keep it up and to
keep it happening...it’s really most important to me right now. Because it’s harder to hold
onto. It’s not that I have less of it, but it’s harder to hold onto. [“Because?”] Because I
have so much other stuff that I have to do at this point in my life, it’s much more busy, you
know. [“What has changed about your creativity since you've been an adolescent, from
when you were a child?”] It’s simple. When you're a child, you're allowed to be creative.
When you're a teenager, you're supposed to give it up, for the most part.”
The responses that related to a place for creative behavior/expression came after the
question: “Do you need a specific environment for your creativity?” All of the female
participants and 60% of the male participants indicated that solitude and quiet were essential
elements of place for their creativity.
From the female participants:
C:

“My dream world...but in terms of places where I'm more creative. I think

probably when I'm outside in the woods taking walks, that helps me get a lot a thought.
Because I'm alone...I traveled a lot at a young age - and being bilingual - it’s interesting
getting different ideas from different cultures which made me different from other kids.”
N:

“I like it quiet.”

L:

“I like to be quiet to draw or play the piano or even write. But also, if I'm

around a lot of people and it’s not so quiet, it’s all right as long as in my head I can make it
quiet [so] I can just observe and not really hear things if I[ don’t] want to.”
JO:

“To be by myself.”

From the male participants:
O:

“I need a private space...A table. A table, paper, pen. But privacy is big. I

can write on my knee. I can write in a tiny little hand notebook. But for me to write really
good, the space I'm writing in has to be mine. It’s sort of a secretive practice in many
ways, you know. It's something you do alone. And windows are definitely a plus....
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JS:

“The best environment for me is to be alone and in any natural setting. Any

natural setting I can deal with. It can be a swamp, a desert, could be an atom, could be a
marauder, but if I'm alone it always comes in and it’s beaming. I can do it around friends
or here, but it’s best to do it alone [to] go totally get into it...I love canoeing, canoeing
always brings me ...I'm in my canoe and I'm canoeing and I entirely hit moments where
I'm just like, all right totally cool...I'm just drifting, laying back just drifting in space with
these gorgeous trees all over. The moon’s really bright. Things like that That's like totally
switching things and changing and getting yourself to be in a totally different place. Just
sitting there thinking differently. You just set it in your mind differently and it becomes
different...or when I'm climbing Mt. Skinner...it works well when I'm climbing...[and
later, speaking about home environments] once I got to my foster home, eventually I
started doing landscape that weren't evil and tension ridden. I started doing just people.”
S:

“...if it’s the weekend and I'm going on a trip somewhere and I'm going to

be canoeing around in the lake for four days. I think that does help my creativity. [“Can
you say more about how canoeing connects with your creativity?”] “Well first of all when
you're canoeing, you have a lot of time to just think. You are in a really serene, peaceful
environment...”
Y:

“...I need to be alone and quiet...”

J:

[Researcher question: “Do you need a specific environment to feel creative

in?”] “No not at all.”
Responses relative to the influence of time on creative behavior/expression involved
all four female participants and all five male participants, or 100% of the total participants.
Times of day, of a week, of a season, as well the lack of time or the effect of time were all
noted.
From the female participants:
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discovering different aspects of what I want to create... Why I'm annoyed with school
sometimes is that they expect you to understand everything right away instead of letting
you know that it does take time to really understand... I just wonder if I did change school
to make it the way I'd like it, to let you take time... I also spent a lot of time writing for
myself and thinking a lot and I think that's probably real conscious beginning of a creative
life... If you feel strongly for one thing or feel you need to take time off, then take the time
off and discover what you can.”
From the five male participants, two reflected on the season of autumn as most
supportive of their creative behavior, while one indicated that “now,” or during his
adolescence, was becoming the most important time:
JS:

“A lot in autumn. But it’s [creativity] there a lot in other [seasons], Butin

autumn it’s just like, killer! I go outside all the time in autumn. I’m really creative on
Halloween. Halloween is my favorite, when colors are all over the place really intensely.
The trees are just staggering, like everywhere. I love that, walking through the wind
blowing, the leaves are flying everywhere, they're all different colors. That. I've always
loved that in autumn. It’s my favorite season. It’s also the whole symbolism of autumn,
everything's dying just to be reborn again...When I'm fully awake I feel totally into it.
You know, when I'm tired, it just doesn't happen. I get much more creative at night than I
do with [the day. Day's like the time when I'm, I don't know, I just...something about the
night feels a lot more creative to me. Because it’s darker and you can see much more, you
know. Things that are not even there, you can see them if it’s night.”
O:

“Seasons, yes. I like varying contact with nature. It’s a big thing for

me...when I start a novel, whatever season it is that's the season that the novel starts in
and as the seasons change the seasons in the novel change. They have to...it'd have to be
because that's what's happening in the body and the mind. It’s spring time and it’s
language summer and autumn which is just like...Autumn is the most creative time for me.
October/November, for me. In New England I write 15, 20 pages a day. I just can't stop.
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I don't know what it is. It’s just [that] autumn is, like everything is dying, everything is in
this great process of death. But while it’s in this process of death, it’s the most beautiful it
has been. [Later in the interview] “...I always go out and have a cigarette behind my
house right after school at three o'clock. And I always have one before I go to bed, Right
after school, It’s a beautiful day in my garden, but I'm just dead. My mind is so like flat.
It’s just no matter how much I concentrate and try to make stuff happen, I'm dead. There's
nothing going on. I might as well be sleeping. But if I sit in the same place at night, after
having gone out with my friends for a couple of hours and come back or just sat around in
my room the darkness just listening to music or reading or whatever. And know that
outside everything's alive. That's the time. It’s always at night for me. That's the time
when it clicks. Words start to happen in my head...it’s [my creativity] harder to hold onto
[“Because?”] Because I have so much other stuff that I have to do at this point in my life,
it’s much more busy, you know.”
Y:

[“During a day, is there some time more important to you for creativity than

another?”] “Definitely night times. I think for me [I am the] best creatively the more tired I
am. I've found other people can't really understand this. It’s embarrassing to say this, but
fatigue for me is a kind of drug, a drug of choice. A lot of it is about removing my
inhibitions and I find that happens most frequently when I'm tired. During the evenings I
feel more intellectual, for some reason, than I do in the mornings, and not because I'm less
tired in the mornings. In the morning I can get original ideas but I can't do as much with
them as I do in the evenings. I think of a lot of little things, like during the play, I'd think
of little snippets of things that would be funny or interesting that I would put in
some where...Evenings are generally more quiet, as well. Sometimes mornings too.
Never afternoons.” [“Going back to the times in your life, were there any times being
creative was more important than other times?”] “Usually during the summers or it might
be when I'm feeling constrained, crammed. It might just have to do with the fact that there
is no school. But actually it happens during later parts of the year, as it gets closer to the

101

spring. [“Are there times during the week when you feel more creative than other times?”]
“During the week ends...[“And when you had that longer attention span, how would you
use that?”] “I would sometimes compose things [but] I was always really busy in school.
I never had time for these, for really large scale [creative] projects... [“When you think of
your future, do you imagine creativity as part of it?”] “Yeah, if I find the time.”
J:

[“Have there been times in your life when creativity was more important to

you than other times?”] I don't think so. I think it’s been less important at some times but
it’s becoming more important now.”
S:

“Sometimes I'll think at night and I'll be often creative but sometimes I'm

really tired too...I don't sleep enough.” [Speaking about places he felt creative that also
related to issues of time] “Well first of all when you're canoeing you have a lot of time to
just think . You are in a really serene, peaceful environment and you have a lot of time to
think.”
Two female participants reflected on how mood influences their creative
behavior/expression:
L:

“...the way I relax most often is when I’m drawing or writing or playing the

piano and it sort of drains things out of my mind.”
C:

[“Can you tell about the different ways you express your creativity ?”] “Of

course, the main one for me is music...It calms me down.”
Three male participants reflected on how mood influences their creative
behavior/expression:
J:

[“Can you say what some of the differences are in your creative

behavior...time of day, season...”] “Well, nothing like that. It just depends on my mood.
If I'm in a bad mood, I'm usually creative. If I'm in a good mood, I'm usually creative.
But sometimes when I'm in a sort of neutral mood...I don't feel creative, don t want to
draw or whatever...focusing on the guitar helps me do other things at the same time
because I can paint and play the guitar, which relaxes me when I'm in a bad mood.”
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S:

[“Are there times when you feel more creative than other times?”] “Oh,

yeah. It might be moods, time constraints, the mood I'm in. I'm not too moody, but I
think it controls the way I think. [“Can you feel the difference of those moods on your
creativity?”] “Yeah, I think so. Maybe I've got some problems I've got to work out
through thinking and figuring out how I feel about how I feel about situations. I think that
is creative because I've made something, I've made a decision on how to think, I've
created something. And when I don't have a problem that I need to solve, I can think
creatively about socialism, or whatever. So I use different moods or different situations
I'm in. I'm not really sure if it affects my creativity as a whole, but it gives a different
focus.”
JS:

“When I'm fully awake I feel totally into it you know when I'm tired, like it

just doesn't happen. I always did it [creative behavior] depending on what I was doing in
life. [That] reflected on it all the way through. You could just look at everything I draw
from beginning to end. You could see it, see the way [I was] feeling. The way you are
reflects what you do, your own creative form.
One female participant reflected on how situations influence her creative
behavior/expression:
L:

[In partial response to the researcher question: “What and or who has

influenced your creativity? “] “...and we always have a lot of music around too. We have
a piano and everybody seems to be discussing music...”
Three male participants reflected on how situations influences their creative
behavior/expression:
S:

“...and I'm going to be canoeing around in the lake for four days. I think

that does help my creativity. [Researcher question: “Can you say more about how
canoeing connects with your creativity?”] “Well first of all, when you re canoeing you
have a lot of time to just think . You are in a really serene, peaceful environment and you
have a lot of time to think Or it’s wavy and choppy and you have to learn how to control
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yourself as to not panic and keep on paddling even though you're wet and cold and dying.
It’s also different situations. You know, I've seen a million movies in my life, but I've
only gone canoeing twice...I don't know if it’s so much the different times of day as it is
different situations or things happening.”
G

[Researcher question: “Has being an adolescent changed your relationship

to your creativity?”] “Definitely, yeah...because [I] hold two jobs. A dishwasher in two
different restaurants in town. I could dishwash 80 hours a week and it wouldn’t mess up
my writing at all. Lots of times I come home from dish washing all day long, like on the
weekends and I'm more creative than I ever am. Because it’s a task you do with your
hands. I could dig graves and write beautiful stuff even though it’s like the worst job you
can imagine. Be a trash guy, whatever. These low, low jobs would be no problem, I
mean that would be okay with me.”
JS:

“...if I go through a bad series of time, like I often do, once you get out of a

situation and once you’re actually left alone, you reflect on the way you feel with your
creative side.”

The Role of Others in Creative Behavior/Expression. Four topics
emerged from the participant responses about the role that other people play in their creative
experiences. Creative behavior that is influenced by others drew an 89% response rate;
while creative behavior as it is related to others, supported by others and responded to by
others all drew a 78% response rate.
Three female participants and five male participants reflected on how their creativity
is influenced by other people in their lives.
From the three female participants:
C:

“At the very beginning my parents, because they always urged me to draw

something or sing something and [said] you can do this. My friend in Germany, who I
told you about. She is a very knowledge person and thinks very deeply. When you meet
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her, right away you know this isn't just any person. Also some good friends in Germany
who gave me ideas that you don't always have to conform to societal rules.”
L:

“Well, I think when I was little I used to be a lot more uninhibited and I

used to act a lot and draw pictures and go around showing everybody and I think more
now I'd feel like I shouldn't show everybody, I shouldn't be promoting, people don't
really want to see, I mean if people seek you out and want to know then that's good
otherwise I don't really publicize things that I do and I just keep it more to myself. But I
used to when I was younger I would always give away things that I made and look for I
guess approval of things that I was doing. I used to draw theses characters I'd make up
like little girls that I would make stories about in my head and then put them in a little book
of pictures and I played the piano since I was five and I've always make up my own pieces
and I've written a couple of things. I think that just within my own family, the discussions
we have and the way we interact. We're not that critical but we are always challenging
each other and it’s been hard to promote, like speak up in my family, I guess since my
brother and my dad are always dominating the conversation so I more express myself in
other ways, like I'm not as articulate as they are.”
[Researcher question: “Who has influenced your creativity?”] “...my mom,
because we have lots of pictures in our house and lots of paintings. I think just being
around art work and furniture [that’s] nice to look at...has heightened my sense of what is
aesthetically pleasing. In some way I guess my Dad too, just by how much he cares about
words, just hearing him speak. And the way they are also really funny people. I guess
they [parents] take things lightly but they also care about their creative things. So, it’s
given me another perspective on it [creativity]. Like, I don't take it all that seriously. My
oldest brother too. He wouldn't sleep much at night, I guess when he was about 18, and
he would stay up and paint and he would have me come in and help him out on his
paintings when I was like 6.”
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JO:

[Researcher question: “What or who influences your creativity the most?’]

Probably my really close friends and my parents. I mean my parents...a lot of me and
what I think and how I act is because of my religion, which comes from my parents. And
my best friend [Researcher question: “Is she the one who is the artist?”] Yeah. We used
to be a lot more alike and the older we get the less like we get, but the closer we get. I get
more religious, she gets less religious. So I think she makes me [be more] conscious
[about what I] think. About what I think and how I want to be and what I want to be. She
means to me a lot.”
From the male participants:
S:

[Researcher question: “What or who influences your creativity?”] “Most of

them aren't necessarily into music or art or anything that's considered creative, but I can
see their minds working. They make stuff. They create things and I'm like...these are
great people, I want to be like them.”
J:

“It is sort of influenced by other people, but mostly it’s me. For influence,

that's more others; but for support, I can do that by myself.”
Y:

[Researcher question: “What or who influences your creativity?”]

“Probably the big thing would be books that I read. I think about books that I've read a
lot. There are certain ways that different authors can approach the same subject, the same
genre. You start to see how open, how limitless the whole [thing is]; how much room
there is for creativity, for different ways of doing the same thing. I'm talking about
specific things, like how much time they spend on description or how they have their
characters talk.”
“A lot of the time being creative seems to be related to the realization that there are
new things to do and a desire to consciously be creative. Kurt Vonnegut was my favorite
author, pretty much through that time period, 8th, 9th, 10th grade. There was just
something...his style. He was willing to say anything, basically, take risks. I consciously
wanted to be a writer like Kurt Vonnegut.”
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[Researcher question: “Can you say more about what taking risks is for you?”]
“That he would suddenly come out and say something that really seemed to fit, but it had
nothing to do with what went before hand. Just kept inserting all these random phrases
through the book and just totally changing the plot. That was great. Afterwards, starting a
few years ago I learned a lot about creativity from people I knew. People around me. I'd
never been publicly creative. I would never show that my creativity to other people before
that.”
[Researcher question: “What age are you talking about here?”] “Around the ninth
grade...I realized I saw the potential for creativity out there. I lot of people I knew started
entering writing contests and doing things - composing at home - that I hadn't really
thought about before. That was a big influence. Maybe part of it had to do with
competition. Maybe there were suddenly people who were more creative than I was and I
had to somehow keep proving myself. Maybe the play...one of the friends I mentioned
wrote a play last year, and this year...so....inspiration, rivalry...”
JS:

[After speaking about his creativity in childhood] “Then my mom married

this guy, Andrew - whose a black guy which I think is sort of pretty cool - but he hates
white men and tried to raise me to hate myself and it kind of sucks so when I started
drawing I started drawing really evil looking shit. Started doing demons. I can draw dark
angels really well, the most warped demonic things you've ever seen in your life. I used to
totally get into them. That's where my rage was. I'm not raging anymore but I can still do
it really well.”
“Then I started dating this girl Sara and it was really cool. She's really cool. I've
been dating her for three years now. She's really cool and I started drawing - guess my
thoughts are all... - I started drawing all these different kinds of stuff. Doing other
things. Drawing other things, once I get to my foster home and eventually started doing
like landscape that weren't evil and tension ridden. I started doing just people.
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“I remember my grandmother, several times my mom used to go there. And I love
my grandmother and I'd go there and pop Conan, you know, like Arnold Swartznagger
and other barbarian movie stuff and I'd sketch the way they'd look. So I got really good at
human anatomy because I always wanted to draw Conan. I got really good at it and I can
draw people really well. So I started to draw people that weren't evil...looking...”
[Researcher question: “What/who influenced your creativity?”] “My dad. My uncle Jack
always telling me that if I stopped drawing he'd kill me. He kind of feels bad that he never
did anything. But still he's an artist, man, he doesn't even know it. He builds scaffolds
and stuff and gets paid $8 bucks an hour and he thinks that's a good living then he goes
home and sketches the most amazing sketches. Insane. Beautiful. Like it was nothing.
Just does it. But you see, he's learned to live with that. He doesn't want to be an artist,
he just wants to do his thing... I have motivation everywhere, especially recently, people
everywhere, which is cool.”
O:

“I was meditating a lot and then I sort of just gravitated out in the world

again and to friends that were older than me, who were living on their own, either college
students or just guys who just happened to be living in Amherst, guys like 18, 19. I was
15, 16 and they were doing the same kind of thing I was...whether or not they were totally
set on writing as I was they were alive, amazing turned on people. It was just like I had
decided that all people were dead and at that point,...that's when I really found my identity
in terms of relating to writing and to creation. I came back out into a social scene and
meeting all those people for the first time and that's what it did. That's what they knew me
as.”
[Researcher question: “What or who has influenced your creativity?”] “Jack
Kerouac number one, was my savior. Right when I was having the worst experiences, my
father gave me On The Road. And that was it. That book [was] the turning point for me.
And Thomas Wolf, too. Thomas Wolf is a big one. That’s what it was. It was the
writers: predominately white, always male, always American writers. There s like five or
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six of them who just spoke to me in a way I didn't know anyone could. They told me
life's a beautiful thing. Don't lock up what you hope to see fly. Do it. That it's worth
doing.”
[Researcher question: “How do your peers respond to your creativity?”] “My
close friends or just the people around me? [Researcher response: “Close friends.”] Well,
they are all creative themselves. We have[this] basic understanding about what we do and
why we do it. Sort of unspoken. We've established it. We've spoken about it so much,
and lived it, and been it, so much that it’s like we know who we are and we know the other
people. In my extended group, the people I spend a lot of time with, there's a few, my
close friends who are generally the ones who are creative. It’s established. It’s like an
unspoken connection that's just there, you know?”
Four female participants and three male participants reflected on how their creativity
relates to other people in their lives or how other people relate to their creativity.
From the three female participants:
C:

“I remember going to one concert of one lady who was playing the

Tchaikovsky and Queen Elizabeth Violin Competitions. I went there and it was just
technical playing, no real emotion connected to it, very surface playing. And everyone was
saying, ‘Oh she's so fantastic.’ I think I was the only person in the room who felt utterly
disgusted by what I'd heard. Just because I thought she was doing it for other people
instead of coming from her heart. I think that's part of my creativity: to help other people
along even though I don't really want to feel like ‘okay I'm directly dealing with this issue
at hand and you have to.’ Sort of like dropping hints, which is what I think my creativity
does a lot if I put it to practical use. For instance, if I play something well then maybe
someone will realize all this music is really meaningful and maybe they'll ask themselves,
"Well, what do I like about it? How can I can maybe figure something like that out too?’ ”
L:

[Researcher question: “Since the last interview and last focus group, has

anything else come up for you around creativity?”] “I've been thinking about when you
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said, ‘at what times are you most creative?’ and I think to add to that. I said before that [ I
felt most creative in] summer when I had free time, but I think also [it is] when I like to
make something for someone, for people. Like if I have a very close friend then it inspires
me to give them something...through Junior High. I felt and I could do that [creative
behavior] by myself and nobody knew about it. Although, if anybody saw it they
would...I mean people were really amazed. That was the only thing that I felt that people
really recognized...also, if I'm around a lot of people, and it’s not so quiet, it’s all right as
long as in my head I can make it quiet. I can just observe and not really hear things if I
want to.”
N:

[Researcher question: “Has being an adolescent changed your creativity?“]

“...peer pressure, what do to on one night, or what to do on the other night when I want to
do something else. I could be writing something instead of going to the movies or going to
hang out.”
JO:

[In relationship to her creative behavior.] “...I think of being myself and

not thinking the same as everyone else and not looking at things the same as everyone else
and not just accepting what everyone else accepts as being creative.”
From the male participants:
JS:

“...my friend Justin, He's totally into the band scene. He's really a good

drummer and he's always like ‘all right, I have an idea. Draw this for me ‘ I'm always
doing his albums for him. I love hanging out with him. That's the thing I like about
drawing with him because I'll sit down with him and we'll work out the most insane
pictures together because he's got a mind.”
O:

“Probably like 13, I'd say, [was] when I first started to write down poetry.

I have no idea why...like now I go home with the goal of ‘I'm going to go home now and
write.’ But then it was just like I would be hanging out in my room listening to music and
I'd just go do it. Sit down and write a poem. Just throw it on my desk, just like whatever.
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But it was around that age when I started to [say], ‘what is the thing I'm doing? No one
else does this. None of my friends do this. Why do I do this?’ “
“Starting from when I first realized - like I think any creative person realizes some
point in their life - that not everyone does this, that's when you say, ‘I'm
creative.’...there's people who are pleasantly creativity and then there's people who are,
you know, mad. And it’s a big difference. I mean, my father was pleasantly creativity.
He wrote beautiful songs of love in the sixties. Grooving around, tattooed with his shirt
off, having a good time, you know. I mean he was creativity. He was writing beautiful
songs. I don't want to get down on him, but he wasn't at a gut level drive. And that's the
big difference.”
“For me it’s like I could drive myself insane writing for the rest of my life, just
doing it. It’s different. It’s just a different form of the same thing...my friends come over
and they'll see it and just read it. Which is what they do when they come into my room. I
have a friend who is a bass player who writes music and I can play bass a little. So if I
walk into his room that's the first thing I do. Where's he at? Before I say hello, how are
you doing, it’s like "how are you really doing?’ “
[Researcher question: “Say more about that, ‘how are you really doing?’ “] “The
most obvious example is a friend of mine. In his room he's got his drawing table with
always something new on it. Sketches. He's a very interior kind of guy. So you're not
going to find out how he's doing by saying, ‘How are you doing?’ Because he's going to
say ‘Okay.’ Just like anybody else would. But if you walk into his room, you can see
what he drew the night before and you know, because I've seen 5,000 prints of his, once
you've seen the way his mind gets, you can tell, just by what came out of the backward
reaches of his soul.”
Y:

[Comparing himself to others] “...one of my friends comes up with these

spontaneous pieces of poetry trying to be funny and I wish I could do that. It s hard for
me to be spontaneous.”
Ill

Three female participants and five male participants spoke about the ways in which
they felt other people either supported or did not support their creativity in response to the
question: “Who do you feel supports your creativity the most?”
From the female participants:
N:

“My parents and myself.”

JO:

“All of my friends are very supportive of me so I guess that’s being

supportive of my creativity.”
L:

“...a friend of my dad’s. He works at Amherst college and he comes over

three days a week. He's a really nice, funny guy. He's always very interested in what I'm
doing and asking me about things. And he's very encouraging and enthusiastic... He
never compliments anything, but he always tries to understand it. Most people compliment
it or are impressed, but they don't really try to understand it... I guess I think [that] the way
I feel with my parents, with my dad more, he thinks ‘oh she's just an adolescent and
whatever she's doing, it’s not fully developed and it’s sort of not all right.’ I think with
my Dad’s friend, he values adolescence more...they [her parents] don't really compliment
it [her creativity], they don't put it down either, but they just sort of leave it. They don't
ask about it, about things I do or really want to know. Maybe they just think it’s not right
to compliment, praise someone for...it’s just who I am so it’s just fine with them...but they
don't focus on it a lot.”
From the male participants:
O:

“WTien I was a little kid I was creating every day, constantly. But now, it’s

like the older you get and the more into life [you get] and the more people you meet and
everyone's trying to take away from you that. [Researcher question: “What's the ‘that?’”
‘That side of you, that essential self, you know, that imagination, the world as you know
it. People try to take that away from you the older and older you get and it becomes more
and more important because it’s like you have to work harder to keep it up and to keep it
happening. It’s really most important to me right now. Because it’s harder to hold
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onto...” [Researcher question: “Who do you feel supports your creativity the most?”]
“My father, I guess, my father. I mean, I've had a lot of creative friends who have
supported that in me. But they kind of go as all friends do, and for me, they're great
friends. But not people I can totally lean on and put all my faith and trust in. So my father
is the only one who I know is there, come what may .”
S:

[Researcher question: “Who do you feel supports your creativity the

most?”] “The people I do extra curricular activities with and the people in school. I don't
see my parents a lot, not because they aren't around the house, but because when I get
home after practice at five or six, I've got four hours of homework to do and then I'm
sleeping. And on the weekends I try to first [go on] a tournament or an outing club trip or
I've got something else that I'm going to be doing...so my whole life I think is centered
around them[peers] and my new person is coming to them more than my family...”
JS:

[Researcher question: “Who do you feel supports your creativity the

most?”] “Friends. They're in to it. They always want pictures. I got class artist this year,
senior year, I got class artist. Pretty cool. [[Researcher question: “So your friends are
really supportive?”] “They totally are.”
J:

[Researcher question: “What or who has influenced your creativity?”] “Not

many people, just me. I usually do things if I like them. If I really like them and I think
they're good and if I show them to somebody, I'll tell them ‘I like it. It’s really good.’ So
I'll tell people how good it is. Usually when people see it, I get a good comment.
[Researcher question: “Do you feel like your parents support your creativity?”] “Well, I
don't think they really support it, but they don't put it down or anything.”
Y:

[Researcher question: “What do you feel supports your creativity the

most?”] “My friends, my peers, the type that I show things to, the type that went to see my
play. I see them as really an audience. And that's what I think I need in order to be
creative [an audience]. When I'm creative, I need somehow the sense of some potential
audience and I [can] appreciate what I've done.”
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[Researcher question: “What would it be like for you if your parents supported
your creativity more and pressured you less academically?”] “They might have instilled
more of an internal creative me. But that seems to be a common pattern I see among people
I know who are really creative, constantly. Their parents started it in them. So it’s just this
weakness that I have to live with, that I have to constantly be forcing myself to see the end
product and that's how I get myself there.”
[Researcher question: “Is there anything you want to add to what you've already
said about how your friends support your creativity?”] “Maybe one of the things that
drives me most is that people I know have such short memory spans. I may do something
really creative, and after two weeks no one remembers any more. So I constantly do new
things, be creative again, so they remember me. Proving myself again and again.”
Four female participants and three male participants spoke about how other people
respond to their creative behavior and how that influences them.
From the female participants”
N:

[Researcher question: “How do your peers respond to your creativity?”]

“They think I'm crazy [laughs] [Researcher question: “Tell me what that means ”] “They
think I'm a little bit on the wild side because I'm not really like them that much. N with the
really crazy ideas. Cuz I'm different than them and I put out a whole bunch of different
ideas than they would.”
C:

[Researcher question: “So in a perfect world, describe the environment you

would want for your creativity.”] “Basically, I'd be freed of the consciousness of other
people criticizing me constantly. I don't mind constructive criticism. In fact I really enjoy
it because it helps me get new thought. But whenever people criticize me to get the thrill of
making fun of me, then it’s non-productive...Also, I had some college friends who are
very helpful in that they sort of cheered me on for having my own ideas and standing my
own ground.”
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JO:

[Researcher question: “How do your parents respond to your creativity?”]

“They love it. See, I think the most important creative thing is that I'm just myself and I
don t give into peer pressure. [Researcher question: “How do your friends respond to
your creativity? ] It s kind of hard to say because I’m just so used to being around them.
They are so used to being around me. We don't think of it like that. It’s just me and it’s
just them and so I don't really know. All of my friends are very supportive of me, so I
guess that's being supportive of my creativity.”
L:

[Researcher question: “How do your peers respond to your creativity?”]

“Really nice, [they] compliment me.”
From the male participants:
J:

[Researcher question: “How do your peers respond to your creativity?”]

“Lots of them like it.”
S:

[Researcher question: “How do your parents respond to your creativity?]

“I don't know if I show them too much creativity, actually...the measures that I give back
to them don't seem too representative of who I am. [Here the participant connects
creativity to the self.]
[Researcher question: “How do your friends respond to your creativity?”] “They
almost always reward it either with a laugh or with a ‘that's a great idea.’ ”
JS:

“Until I was about five... I used to put my hands in [paint] and run around

the house and he’d [his Dad] let me paint all over the refrigerator. He has these pictures of
this house and up to his waist, all over where I could reach all over the house, was all these
different colors...My Dad loved it. My mom like it too...[speaking about high school]
Then I started playing Dungeons & Dragons and everybody wants their character drawn.
So, I got really good at drawing evil gods... so I got really good at drawing these medieval
looking characters...I just got really good at drawing everything and after a while I got
really into it....my mom, she's part of it [his creativity] she gets into it. My dad, just
thinks I should canoe more.”
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The Role of the Future in Creative Behavior/Expression. All of the
female participants and three of the male participants spoke about what role creativity would
play in their futures.
From the female participants:
JO:

[Researcher question: “When you think of your future, what role do you

imagine creativity will play?”] “Well I want to be a writer. What I write is all creative
writing, fiction.”
L:

“I think that whatever, that'll be the center of it. I'd like to be a painter or

some kind of artist drawing, pen and ink. I'd always want to be able to play the piano.”
N:

“[I believe] that I can make myself into something great if I chose to.”

C:

“...in the last year, my violin teacher has been very influential to me...He

got me involved in doing chamber music, a lot, and discovering that he was really an
example for me because he's such a wonderful, nice person and trustworthy. And I'm
thinking, well maybe someday I want to be that way. Since he’s a musician, thinking I
want to do music.”
From the male participants:
J:

[Research question: “When you think of your future, what role do you

think creativity will play?”] “I hope it will play a major role, but it’s possible it might not
play any role; but I think that's a choice I'd have to end up making.”
Y:

[Research question: “When you think of your future, what role do you

think creativity will play?”] “Yeah, if I find the time...At least the clarinet.”
Q

“...if I say, ‘I want to be a writer.’ ‘Great, what college are you going to

go to?’ ‘No...no...no. I don't want to go to college. I said I want to be a writer. I didn't
say I want to be an English teacher or whatever.’ ‘Oh, you like writing. You can be an
English teacher, you can be a professor, you can write journalism.’ ‘That's not what I
said!’ It’s a basic misunderstanding. I mean they always try to get me to say like you have
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a skill writing, you should try to find some way to use it to get you money. That's
important. You have to eat and live but I'm not going to write for the New York Times,
even if I had the chance.”

Category 3:

How Creativity Influences the Self

This category refers to those aspects of creativity that either affect the participants’
sense of the self or are felt to be an implicit part of the self. Three topics emerged from the
participant responses: a) general references to ways in which creativity affects the self,
with a 67% participant response rate; b) direct references to creativity and the self, with a
100% participant response rate and; c) references to how creativity is an essential element in
the total life experience, with a 78% participant response rate.

General References to How Creativity Influences the Self. Three
female and three male participants reflect on how feeling creative or behaving creatively
impacts the they way they think and feel about themselves.
From the female participants:
C:

“I also spent a lot of time writing for myself and thinking a lot and I think

that's probably a real conscious beginning of a creative life...Sometimes if things go
extremely poorly then, all of a sudden, I'll feel like creating something. Especially if I
screw up a test or something, I'll say, ‘Well, I'm not a bad person.’ And I’ll find a way to
make up for that...[Referring to people who have upset her] Instead of saying okay, suffer
now and pretend to be something that you aren't, I can go to creativity and be myself and it
really has become a friend in a way.”
L:

“...when I'm feeling very creative, I can remember almost anything, any

instance, any day, and [even] more when I'm feeling bad. I can pinpoint when I felt that
way before. [I have]an associative memory and that's when [I'm feeling very creative] I
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draw better and make visual connections and when I play more expressively on the piano.
[That’s] when I can figure out what it is I am feeling that I felt when I was younger...lately
I've been remembering things. I guess I appreciate detail more. [While describing a
creative product brought into the interview] “...in this assignment...I remember things a
lot better when I put them in here [points to a drawing next to text]...then I can connect
it...I put things next to each other that mean something to me but don't [necessarily] mean
anything to the teacher...I express myself much better with just little pictures than I do with
talking about myself... when I'm drawing or writing or playing the piano, it sort of drains
things out of my mind. Not really out of my mind...but turns them into like...sort of a
novel. I...imagine [that] it’s not really that important. It’s just sort of something funny or
interesting in some character's life, which is me...there's a lot more subtlety to a drawing
or a poem...I feel more comfortable and confident in it because it can be interpreted more
loosely and there’s a lot more to it than if I just said something flat.”
JO:

“I'm more involved, more focused [when I’m creative]. I don't think it’s a

big difference, but when I'm creative or when I'm emotional I get very focused on that;
whereas, when I'm not, I'm just kind of walking through my day, like another day of
school and not really thinking about much of anything but getting to the end of the day and
going home.”
From the male participants:
Y:

[Researcher question: “What do you notice about yourself that is different

when that ‘creativity registry’ is on?] “I get a lot less self-conscious, not with other
people...again I take risks more than I normally would...it’s like a drug somehow...I
noticed when I was writing the play...things seemed natural...when I was reading it over a
month later, I couldn't believe I had put something like that in...I didn't know where it had
come from....[Researcher question: “Has being a teenager changed your creativity or
changed your relationship to your creativity?”] “One thing would be the sense of dread that
we're all going to be adults really soon and when I look back and remember this time
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whether I'll remember myself as having done anything worthwhile. And I want to be able
to think that I started at this age, that I was doing things at this time period.”
JS:

“So, there was not a beginning point where I said ‘Oh, I was creative.’ It’s

[been] in the past year it just gradually ...once you can see that, you can see it in everybody
else and wow! Wow! Everybody is creative.”
O:

“In Junior High I got messed up...Because when I was in these

psychedelics I was a lost, bummed out little kid. When a person that young does
psychedelics, everything crumbles...so the rest of my life was trying to put back together
the pieces of all that craziness. Which is where poetry came in, because it was stable. And
after I stopped using stuff, I went through a period of a year and a half where it was all I
did. Poetry and reading...”

Creativity and the Self. All four female participants and all five male
participants indicated that creativity is connected to their sense of self.
From the female participants:
C:

[Researcher question: “So then, you actually use your creativity to fuel a

sense of self?”] “Yes, I do...I can go to creativity and be myself and it really has become a
friend in a way. Because no matter how many things may go wrong in the outside world,
when I screw up a speech or make a fool of myself, I can always resort back to my
creativity and tell myself: if it's really good, then people will value it. If not now, then
maybe later...That's the highest degree of creativity, if you can find what is true to
yourself... I think if you are really interested in something, like say American History, and
you're reading about an event taking place in the Sixties and you suddenly realize how they
connect with your life. I think it’s very easy to write a very lively, creative essay when you
feel attached to the issue and because you can identify with something. But if you re just
given a topic - okay, write an essay about the 1960's - and you don t really see the
connections - or, yes, I belong to that period in some way shape or form - and then you try

119

to be creative, it’s much more difficult and unrealistic...whatever I create...I try to relay
through what I do; to say, how is this an expression of myself versus a nonsensical
talking?"
L:

“...it’s [creativity] helped me a lot, I think, when I feel like I'm not...when

my self esteem is in other ways low, then I can look at these other things that I'm good at
and use them to feel better and respect myself in some ways...it’s [my creativity] just who I
am... I think I feel I'm losing a part of myself when I don't do it enough, that I'm ignoring
it or not developing [it]...I've been thinking about it more: besides interaction with other
people -1 feel that's the strongest - in terms of the sense of myself, that's really what I like
to hold onto is that I feel like I'm a creative person. I'll always have that. I can always
feed off of that and if I wasn't, even if I don't feel so good about myself, I can make
something that I can feel like it’s really good and it helps me.”
N:

[Speaking about how her friends respond to her creativity.] “I don't know

how to explain it. I'm just my own person instead of colluding with others...[Researcher
question: “Was there an age when you began to consider yourself creative?”] “Entering
Junior High I guess...all during elementary school...I was basically always my own
person...I think that's what my creativity is, I guess, my personal strength.”
JO:

[Researcher question: “What is creativity for you right now?”] “I think of

being myself...I think the most important creative thing is that I'm just myself... All of my
friends are very supportive of me, so I guess that's being supportive of my creativity...
[Researcher question: “Have there been times when creativity more important than
others?”] “High school...well I didn't really start trying to be my own person till 9th
grade. I didn't really think about being my own person. I started in the 9th grade, but
more so in the 10th and 11th I was more passionate about being myself...

[Researcher

question: “How has being a teenager changed your creativity?”] “ coming of age and
realizing who I am and what my goals are and what my beliefs are.
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From the male participants:
S:

“I don't know if I show them [parents] too much creativity. [S spoke

about his current transition from years of concentrating in math and science to exploring the
arts] I haven't done anything in art recently...since the ninth grade...it’s just something I
haven't done, a part of me I haven't quite looked into. I'm going through this identity
crisis...I haven't done much art, so maybe I'll want to be an artist...[Researcher question:
“What do you imagine awaits you if you start exploring the arts more?”] A better idea of
who I am and where I want to be... because when you draw a picture or write something
or play a song it’s your own impression... I think most of what I'm doing now is creating
an identity...I guess this creative process of finding myself, which is what I define
creativity as, I guess it’s necessary to work on that to try to find out what you'd be most
happy doing and where are you most happy going.”
J:

[Researcher question: “What or who has influenced your creativity?”] “Not

many people, just me...” [Researcher question: “Who do you think supports your
creativity the most?”] “It is sort of influenced by other people, but mostly it’s me. For
influence, that's more others, but for support, I can do that by myself.” [Researcher
question: “Does it add any meaning to your life?”] “Yeah, in some ways.” ...”
[Researcher question: “Can you say what those ways are?”] “Well, I get to express myself
in ways that I want to.”
Y:

“Probably it’s not possible be really creative if you're not willing to... step

back and really put yourself in your work...There seems to be this creativity register that
when I want to be creative, I turn it on and...when I don't see a need to [I don’t turn it on.]
I don't think of myself as creative at those times.” [Researcher question: “What
would it be like for you if your parents supported your creativity more and pressured you
less academically?”] “They might have instilled more of an internal creative me. Maybe
one of the things that drives me[the] most is... Proving myself again and again...I do more
public stuff because sometimes I find it uncomfortable, even for me, to read the private
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stuff I write because that's a lot harder to do...[Researcher question: “Why is that
harder?”] “Because when you do that, it really has to be coming from you, it really has to
sound like you...in effect [when I’m creating private stuff] I'm writing to myself in the
future and so, in a sense, it is kind of public...[Researcher question: “Would your life be
different without creativity? Could you imagine your life without it?”] “I certainly think it
would be a lot more one dimensional. It’s just a whole other facet of me that would be like
me, but just less...less well rounded, less multi-faceted.”
JS:

[Researcher question: “What's creativity for you, define it?”] “It’s

whatever YOU do. To me, it’s whatever someone does that lets them tap into themselves.”
[Researcher question: “Who do you feel supports your creativity the most?”] “I do.”
O:

“I think creativity is basically anything that you make yourself in an attempt

to give of yourself... everyone's trying to take away from you that.” [Researcher question:
“What's the ‘that?’ “] “That side of you, that essential self... I was 15, 16...that's when I
really found my identity in terms of relating to writing and to creation...high school for me
is not considered public. I can't think of any way that I express my creativity when I'm
here...When I'm here it’s like, this is not me, you know. I'm just passing through...when
I was first a teenager, 13,14,15...my early teens and making a transition to deciding it’s
okay with me that I'm creative, which is a big thing, a big decision...It’s the personal. It’s
the way that my mind reacted to the school and the life I was living and the social stuff I
was doing. It was an affirmation, like pride. No matter what else happens to me, no
matter what these people do to me, I know what I have. I know what I'm worth.”
[Researcher question: “and that was your creativity ?”] “Yes, basically.”
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Creativity as an Essential Element in Life. Two female participants and all
five male participants commented about aspects of creativity that felt like an essential part of
their lives.
From the female participants:
N:

[Researcher question: “What is creativity for you?”] “It’s my life, It’s me.

Myself. Creativity is just the kind of person I am. Creativity is like what shapes me.
C:

“I think a goal in my life is to find absolute beauty and through creativity...

I also spent a lot of time writing for myself and thinking a lot and I think that's probably
real conscious beginning of a creative life.”
From the male participants:
JS:

“There's not really a moment when you're not being creative...when you

think you’re not being creative, you’re doing something like school work, but it’s not that
you’re not being creative, it sits in the back of your mind, it just waits, hibernates...”
J:

[Researcher question: “Can you imagine your life without creative outlets in

it?”] “No, not at all. That would be terrible.”
S:

[Researcher question: “Where do you think that ability is coming from?”] “I

don't think it’s my innate ability but just maybe a choice how I'm living my life or trying to
live it as being different from other people or being an individual.”
Y:

“I think I've always been trying to be creative. I've just had this desire to

do original things as far as I can remember...[Researcher question: “Does creativity put
meaning to your life?”] “Not as much as it could, theoretically...I love people who really
try to write from their creativity. It’s not so much the center of my life as just something I
enjoy a lot and I get a lot of reward from it, but I don't think it’s the meaning of my life.”
Q

“...once you've been to that place of pure creation and come back, you can

never be the same again in your life because now you know that exists... The only thing
that I can truly ever possess in any real sense at all... when I was a little kid I was creating
every day, constantly... But now, it’s like the older you get and the more life and the
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people you meet and everyone's trying to take away from you that ...[Researcher question:
“What's the ‘that’?”] “That side of you, that essential self, you know that imagination... I
love writing, but I really don't see it as a pleasure. It’s not a pain. But it’s not a pleasure.
I have to do [it]. It’s such a necessary basic part of me. It’s like my bones... And that's
what hits me...it’s like we are all in the process of death...the attempt while you are going
down into the grave to be as beautiful as you can...Creativity is usually taking over
everything else in my life in terms of the fact [that] it’s like everything, the whole attitude
with which, the ego with which, the personality with which, the actual events with which,
everything I do and the way in which I do everything is [to] reach for the other side, the
pure creation, selfless, formless, it...so much of what I do in everyday tasks and working
is doing things so that I can be stable enough so I can have time to be there. Because it’s
everything, the logistics of being alive, it’s everything. It’s the purpose, it’s alive.”

Category 4:

How the Self Influences Creativity

This category refers to those aspects of an individual - emotions, capacities,
abilities, personality characteristics, personal choices - that influence creative behavior or
creative experiences. Three topics emerged from the participant responses: a) creativity
related to feelings and emotions, with a 100% participant response rate; b) creativity related
to personal agenda and choices, with a 89% participant response rate; c) creativity related
to personal capacity and ability, with a 78% participant response rate.

Creativity Related to Feelings and Emotions. All of the female
participants and all of the male participants spoke about how creativity is related to their
feelings and emotions.
C:

[Researcher question: “Can you talk to me about the different ways you

express your creativity?”] “Of course, the main one for me is music...[it] helps me

124

overcome my fear of time in that I can always go back to these pieces and play them and be
drawn back to my friends or on my own to a certain discovery that I’ve made. It calms me
down...The more I've felt turmoil in my life, by being separated from friends or being
outcast in school or not achieving what other people want me to, it’s [creativity] been more
embedded in myself...it helps me stay more humble towards my ideas. I try not to get
jealous of other people because I can say, “Okay they have that, I have this.’ I value what I
have. So creativity can really serve a practical function in that sense...I think when I’m
lonely, then creativity is very important to me.”
L:

“I guess I usually do creative things when I'm not feeling so good...I play

more expressively on the piano when I can figure out what [how what] I am feeling is as I
felt when I was younger...I realize how much happier I am when I do create something that
I like, even a little tiny doodle. If I like it, gives me pleasure that nothing else can...I'd
always want to be able to play the piano...I don't think I really feel happy or fulfilled or
anything if I don't keep expressing myself through writing and drawing...I can write about
it [a particular situation] or draw it and it becomes both insignificant and kind of beautiful
and it’s just sort of there and it sort of pushes away from myself, like...it [doesn’t] hurt
anymore...I think it [creativity] calms me down a lot. If I'm anxious, if I have something
that's really bothering me...What makes me hesitate to create something is when I'm afraid
of how it will be received.”
[Researcher question: “What are all the ways you express your creativity?”] “If I
feel especially confident on a certain day, I'll dress confidently and speak confidently and
maybe be more outgoing and witty or just affectionate... or there's the flip side. If I feel
the opposite, then I'm creatively expressing that to...maybe I'll use subterfuge to try and
convey how I feel to other people more subtly.”
N:

[Researcher question: “Can you describe what's different about yourself

when you are being creative from when you are not?”] “The experience inside is like I m
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alone, but happily. It’s my own time to think for myself. It’s just there, I can't explain it.
It’s just there.”
[Researcher question: Are there times when you feel more creative than others?]
“Yeah, when I'm mad, when I’m angry... I'll try to forget about it and the way I do that is
by doing something that makes me happy, which is my creativity.”
[Researcher question: “What have you noticed about yourself that is different when
you feel creative from times when you don't?”] “That I can make myself into something
great if I chose to. It’s a feeling like, wow, I can really do this kind of stuff. I found
poems that I wrote four years ago underneath my bed and I read it and it sounded like this
crazy poem that would be in this big poem book or something. And it’s like, wait a
second, I can write poetry and everything and it dawned on me that I could be gifted in
that. I don't think about it everyday, but when I look back on some things it makes me feel
better.”
JO:

“...times when I'm emotional, I'm more creative...whether [it’s] positive or

negative emotions....I write...real emotionally. Either I’m really happy or really sad or
really angry, so whatever I'm feeling comes out. So, that's being creative.”
[Researcher question: “Are there times you feel more creative than others?”]
“When I'm a lot happier in the summer...if I write short stories, I take experiences I've had
or emotions I've had and I try to put them into someone else. I wrote a story last summer
that was, I'm trying to remember what my basis for it was, ummm, it was about a girl who
went crazy and she got locked up in a mental institution and she was young, like in
elementary school. I remember I wrote it right after I'd been feeling really angry at my
mom , that's what it was. My Mom and I got in a huge fight, arguing and everything, and
so in the first part of the book the girl murders her mother. I realize I make myself sound
violent. I sort of took my anger and thought of how someone else could react to it and tried
to make it into a story, but based on my feelings.”
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From the male participants:
S:

[Researcher question: “Are there times when you feel more creative than

other times?”] “Oh, yeah. It might be moods, time constraints, the mood I'm in. I'm not
too moody, but I think it controls the way I think...when I don't have a problem that I need
to solve, I can think creatively...I use different moods.... [Researcher question: “Can you
remember the mood you were in when you wrote the Self-Report?”] “I think it was a
pretty good mood. I felt really free.... [Researcher question: “What have you noticed
about yourself that's different when you're feeling highly creative from when you're
not?”] “I'm happy. I feel like I'm moving, getting somewhere and changing. I feel
progress in my mind...I feel movement and building stuff...”
J:

“It just depends on my mood. If I'm in a bad mood. I'm usually creative.

If I'm in a good mood, I'm usually creative. But sometimes, when I'm in a sort of neutral
mood, I don't feel creative. A bad mood is more sharper images, not really like clearer,
just sharper...poetry is a bit more meaner, darker spirited...I can paint and play the guitar,
which relaxes me when I'm in a bad mood. [Researcher question: “So when you're
happy?”] “A lot more happy, brighter tone, even if it’s in dark markers it will still be
brighter...”
JS:

“I can draw dark angels really well, the most warped demonic things you've

ever seen in your life. I used to totally get into them. That's where my rage was. I'm not
raging anymore, but I can still do it really well....[Reflecting on what happens when he is
not manifesting creative behavior.] “...sometimes you just have to get it [non-creative
things] done so it [creativity] sits back and waits. When it’s hibernating, I don't really like
to do much. When it’s not hibernating, I like to write. I draw or I'll go somewhere. I'll
hike or do something to bring it out it’s dark labyrinth. It’s not much different [being noncreative], I'm just not as enthusiastic as I am with it. [Speaking about being in nature] I
just love that, I love that feeling. I love that whole thing about it. [Researcher question:
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“The same kind of feeling when your feeling really creative?] Yeah. You think differently.
It’s just me and that leaf, that's all.
Y:

[Researcher question: “Can you identify how you feel when you’re in that

creative place?”] “It’s a lot happier. A lot less inhibited and you would enjoy thinking to
yourself. You enjoy what you have to say and your ideas....all throughout, when I'm
working on a play, which takes about a month, it’s just a different feeling. You just feel
more important...a lot of it is about removing my inhibitions and I find that happens most
frequently when I'm tired.. [Speaking about the creative behavior of jazz playing: “Is the
feeling state of the creative response you have the same or different as when you were
writing the play?] ‘It’s similar. There's that same happiness and lack of inhibitions. I
think writing the play is more [of an] intellectual kind of enjoyment. Whereas the jazz is
more spontaneous.”
O:

“Actually, I feel completely different. I don't know how quite to put it into

words. It’s just like everything is very light, in terms of my body, it’s very easy. The
only thing I can usually hear is the sound of the pen or pencil writing no matter whatever
else is happening...The basic boundaries are all change, like weight, sound, sight, smell.
Some things are magnified, the sound of the pencil is magnified...my sister can be blasting
music above me and I won't hear it.”

Creativity Related to Personal Agenda and Choices. Three female
participants and all five male participants spoke about how their creativity is related to their
personal agendas, not the agendas of parents, peers, or school.
From the female participants’
C:

“...adolescence is important for deciding that, "Yes, I am very creative,’ or

‘No, I'm just going to continue living like this.’ I think that's part of my creativity, to help
others...which is what I think my creativity does a lot, if I put it to practical use...I decide
what do I like, what's interesting to me, what can I apply to myself and I think that's
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probably the biggest use of creativity for me...When you're an adolescent, you began to
think about your independence and being alone in the world and having your own ideas.”
“I'm most productive when I think of situations when I can take my time in
discovering different aspects of what I want to create and being with people I like...I think
if you are really interested in something [then]...you suddenly realize how they connect
with your life. I think it’s very easy to write a very lively, creative essay when you feel
attached to the issue and because you can identify with something. But if you're just given
a topic - [but] you don't really see the connections or, yes, I belong to that period in some
way shape or form - and then you try to be creative, it’s much more difficult and
unrealistic.”
“Somehow, when I know I have to be creative, something in me says , ‘no, I don't
want to’...I also spent a lot of time writing for myself and thinking a lot and I think that's
probably the real, conscious beginning of a creative life...[Creativity is] the process of
finding what you really like and setting them together...I think creativity is also a process
where you decide what do I really want. What do I like, truthfully. That's the highest
degree of creativity, if you can find what is true to yourself.”
L:

“Through Junior High it was very stifling. I felt that I could do that [do

creative behavior] by myself and nobody knew about it...When I'm out of school, in the
summer, I can just put the school year behind and I feel more free to do whatever I feel.”
[Researcher question: “What's creativity like for you right now?”] “I try and hide
it mostly, because I draw on my own and play the piano, but I don't really tell anybody or
show anybody.”
[Researcher question: “How does it feel to use your creativity in service to school
work?”] “I think in this assignment, where I don't have to show it to anybody but the
teacher and I can make it however I want, then I can do whatever I feel like and I'm not
really hemmed in...”
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N:

“Creativity is like what shapes me, what makes me make decisions, makes

me make decisions for myself... I think that's really an important part of being a really
healthy kid, to be creative and have your own thoughts about things... [Researcher
question: “Can you describe what's different about yourself when you are being creative
from when you are not?”] “It’s like my own time to think for myself and do something I
like to do, like draw and it [creativity] will just come out.”
From the male participants:
S:

“I think that it is creative [when] I've made something. I've made a decision

on how to think...[Researcher question: “Your relationship to your creativity, how has
being teenager affected that?”] “I relate to it, period. [Before], I've never thought about it,
like in Jr. High. I just never thought of it...Now I'm trying to make sure I use it and do
stuff, when before I didn't think of that. I guess it’s a more conscious decision or idea
now than before.”
JS:

“It’s [creativity ] the one thing you can do...you don't have to do it for this

reason, you don't have to do it for any [reason]...it doesn't have to be done, actually. You
just do it because you want to do it...Once you’re actually left alone, you reflect on the way
you feel with your creative side...[Researcher question: “Give me more about how you
express your creativity.”] “Well it’s kind of like a personal thing. There's like a mode of
thinking you can get yourself into sometimes...there's no reality to stop you. No one to
say anything, nothing that can pull it away from you because you are totally alone and
you're just like drifting, totally mesmerize right into it.”
Y:

“...that [playing jazz] is one of the most consistently creative [things you

can do], because everything you play is your own invention. It’s just you, whether you do
well or badly it [creativity] totally depends on you...I think [creativity] is being able to
[work] within constraints and changing things somehow to fit your own agenda. When I
want to be creative, I turn it on.”
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J:

[Researcher question: “What is creativity for you?”] “It’s doing what I like

to do...I usually do things if I like them, [if] I really like them and I think they're good.
And if I show them to somebody, I'll tell them ‘I like it. It’s really good’... [Researcher
question: “Does it add any meaning to your life?”] “I get to express myself in ways that I
want to. And I get to do things that I want to... [Researcher question: “When you think of
your future, what role do you think creativity will play?] I hope it will play a major role,
but it’s possible it might not play any role. But I think that's a choice I'd have to end up
making.”
Q

“...creativity for me is just that, being someone who, with the private self,

seeks and makes something entirely new that is from just themselves, from me. Something
that I've created is MINE...I'm constantly trying to create my own reality [laughs] ..sort of
be solid in myself no matter what else happens...Intellectual is the knowledge and
gathering of other people’s thoughts. Creativity is the building of your own...The space
I'm writing in has to be mine...I was going through high school and I had my own agenda,
my agenda of inspiration and the muse and all of it. But now I can't focus on that. I mean
that has a name. That's called irresponsibility. That's what it’s called here...[speaking
about the agenda of school] Because I don't want to play the game. I could play the
games. They're not that hard. It’s just hours of my time that I don't want to spend. And
that's it...Lots of times I come home from dish washing all day long, like on the weekends
and I'm more creative than I ever am.”

Creativity Related to Personal Capacity and Ability. Two female
participant and all five male participants spoke about how their personal capacities and
abilities either facilitate or limit their creative behavior.
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From the female participants
JO:

[Researcher question: “How has being a teenager changed your

creativity?”] [Capacity for self knowledge and setting goals affects creativity.] “By coming
of age and realizing who I am and what my goals are and what my beliefs are.”
N:

[A capacity that facilitates creativity.] “I'm more independent and I guess

that leads me to have different ideas...”
From the male participants:
Y:

[A capacity that facilitates creativity.] “There seems to be this creativity

register that when I want to be creative I turn it on.” [A capacity that limits creativity.]
“...one of my friends comes up with these spontaneous pieces of poetry trying to be funny
and I wish I could do that. It’s hard for me to be spontaneous as much as other people...I
need structure to just start doing things...If I don't have some sort of impetus, I can't bring
myself to go beyond thinking about things to actually doing them. It’s still hard for me to
get down and do things out fully unless I have some external driving force... So it’s just
this weakness that I have to live with, that I have to constantly be forcing myself to see the
end product and that's how I get myself there.
”0:

[A capacity that facilitates creativity.] “What I do is, I carry around one of

these [pulls out a little notebook out of his back pocket] little notebooks so I can write stuff
down as I go through the day. That's writing outside. I'll sit down on the sidewalk and
I'll see some guy pass by, something totally incredible, or something strikes me so I'll sit
down and describe him and I might save him for a crowd scene or something that I'll write
later.”
S:

[Researcher question: “How do you feel you express your creativity?] [A

capacity that facilitates creativity.] “I guess it'd be more in my thinking. I like thinking
how to approach certain situations. A lot of times people come up with a thought and I'll
think the complete opposite. I like picking a different side of an equation and working on
it. I see people arguing [for] socialism, so I might put my mind into a very capitalistic
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sense and try to show them why capitalism would be best and socialism would never
work. Then I could do the same thing for socialism...Now I'm trying to make sure I use it
[creativity] and do stuff, when before [I was a teenager] I didn't think of that.”
J:

[An ability that facilitates creativity] “I did a drawing when I was about

thirteen, fourteen of a rose with a skull in the middle of it. Somehow I was just cool at
drawing skulls a lot. I changed that now I grew from when I was drawing figures of
people slashing each other and stuff like that. My drawing is more paintings, less violent
types of things.”
JS:

[A capacity that facilitates creativity] “It’s the one thing you can do... you

just do it because you want to do it... It just comes out of you... it’s coming out of you
naturally, no effort has to come out of you...that's an artist. [A capacity that facilitates
creativity] When it’s [creativity] hibernating, I'll hike or do something to bring it out of its
dark labyrinth. [A capacity that facilitates creativity] I mean, that's the creative eye...It’s
something you can do anywhere. [An ability that facilitates creativity] I painted my hands
black and I put an upside down red cross on this hand and a right side up red cross o this
hand and put both my hands together so you could see my face between them. I faced this
pale light and my hair's drawn back really tightly and this big black brick wall with stars
all over it...”

Category 5:

Creativity and School

This category refers to how the participants spoke about their school experiences in
relationship to their creativity. Four topics emerged from the participant responses: a)how
school supports creativity, with a 33% participant response rate, b), how school hinders
creativity, with a 67% participant response rate c) ambivalent responses about school and
creativity, with a 33% participant response rate and d) comments about Junior High School
and creativity, with a 44% participant response rate.
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School Supports Creativity, One female participant and two male participants
spoke about the ways in which school had supported their creativity or might support their
creativity.
The female participant felt elementary school had been supportive, while high
school had not:
C:

“Teachers at an early stage told my parents that I was very creative,

probably because I don't watch TV. When I look at earlier report cards I see that music
and art were my strongest classes. I really enjoyed them just because I felt like I was being
productive and didn't have to prove myself. From the second grade on I wanted to be an
opera singer. And the music teacher also told my parents I should have voice lessons.”
From the male participants:
S:

[Researcher question: “Do you feel that school has supported your

creativity?”] “Recently it has been, I think a lot more. I think because it has given me
examples of what I don't think creativity is. In chemistry, I find that not very exciting.
She writes something on the board and then we memorize it for the test. When we do labs,
we know what's going to happen. We know the results we have to get and if we don't get
them, we do bad on the lab. I think there's less freedom in classes like that and more in
English classes and social studies classes where expressing your opinions and ideas
through writing or through discussions [are accepted]. So yes, I think it does (support my
creativity). A lot of people I know would disagree. They are outraged...Most of my
activities, everything I do in school and after school, for about two-thirds of my life except sleeping - is centered around school. That's my whole life. So any creativity I have
would have to come through school.”
Y:

[Researcher question: “Do you feel school has supported your creativity?”]

“I think so. Certain teachers enjoy that a lot, enjoy creative assignments, especially in high
school...And so you start trying to impress them, especially in this high school there are a
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lot of writing competitions, theater company, and all the music programs...I think
Townsend [fictitious name] is not like most other high schools I've heard of.”
O:

[Researcher question in response to participant’s comments on how the very

nature of school was not capable of supporting his creativity: “If by some miracle the
school supported your creativity, what would change for you?”] “I'd probably do real well
in school....Almost all the people I know, and without a doubt all the creative people I
know, see or saw high school as nothing but something to get through because they had to.
Because you can't get a job if you don't. And that's it. So if it wasn't like that - and it was
full of creativity, and if the kid is an artist, if they can come here and do art all day long, for
the most part - school wouldn't be something to get through, it'd be something to educate
themselves with. And if they can go to school for artists, with incredibly inspiring art
teachers, well, they'd love school. It'd be a real education. It won't just be this system
[where] you have to play the game to get the credits.”
School Hinders Creativity. Three female and male participants spoke at
length about how school fails to support, and often hinders their creativity.
From the female participants:
JO:

[Researcher question: “Do you feel school supports your creativity?”]

“No. I have a really lot of good teachers. I don't want to say that they don't make you
think and don't teach you at all, but a lot of what they want is for you to - like if I'm
writing a paper - they want me to say the same things that they said to me... [Researcher
question: “What could the school do to support your creativity?”] “...just encouraging
people to analyze things for themselves. Like in social studies, I know a lot of people who
can't really think for themselves. If they read an article, they can’t really read it critically
cuz they are so used to reading it and having teachers explain what it's supposed to mean to
them...for me, I kind of make my teachers hear me and be creative and [for] myself. And
if teachers tell me things, I don't just believe them, I look at it myself and a lot of students I
know don't do that.”
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L:

[Researcher question: “What would you like to change in your environment

for yourself to be more creative?] “Get out of high school...I really think high school is
not a good place.”
[Researcher question: “Are there times you feel more creative than others?”] “I
definitely have never been able to work in school. I can't take an art class in school for
some reason just having everyone around [personal agenda]...I do a lot of pen and ink with
dots and try to paint with details but I don't have much time with sports and all my school
work. I'm trying to get into college. I mean [I’m] trying to do better in school so...I guess
I've put that [her art] kind of secondary...When I'm in school, people have an idea of how
I am...I almost feel like nobody would understand if they saw other things that I did, or
nobody would be able to reconcile the two different pieces of how/who I am.”
“When I'm out of school, in the summer, I can just put the school year behind and I
feel more free to do whatever I feel. [I feel] more aware of what I feel like doing [more in
touch with herself]...the feeling of always being judged in a class like getting grades...can
really shoot you down and make you feel like you’re not creative at all. I think if teachers
took more time to speak one on one with kids, or maybe write written evaluations instead
of grades, and give more suggestions and maybe just talk to you about what's going on
more, then it would make you feel like you had more options [personal choice].
C:

“Looking at perspectives, okay: I've spent five hours at school and four or

five hours practicing, doing my homework or being with other people...and usually during
the school year I think, ‘Gosh, I'm in the school year all day!’ But in fact you’re not in
school all day. But it just [like] this big horror. You have to be at this place. But then
when I think about it, I'm not. So that also helps me to be creative because I can dismiss
that phase, only four or five hours during school and there's a whole different world
outside of school, which you can actually see [what] is more important and more
realistic...School I often find the least creative place just because there’s a lot of stress and I
just generally feel not at ease at school.”
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“...thinking about creativity at school, what bothers me is that teachers try to force
you to be creative. For instance, if you write an essay they say don't just be boring about
it. BE creative. Make it exciting. But I find when I'm in that situation, I'll be guaranteed
to write really boring essays. Because somehow when I know I have to be creative,
something in me says , ‘No, I don't want to. No, this sounds stupid’...I sort of believe in
Plato's idea that the path to absolute beauty is a spiral where you start off with small forms
of beauty and then go to a love and finally reach ultimate wisdom. And you can't just
expect everything to come at one point. Why I'm annoyed with school is that they expect
you to understand everything right away instead of letting you know that it does take time
to really understand something instead of just being able to say it over again."
From the male participants:
J:

[Researcher question: “Do you feel school has supported your creativity?”]

“Not really. They don't have that many classes that I really want to take...They
should...focus as much on the creative students. [Researcher question: “What do you
mean?] They don't focus as much attention on the creative students as they do on the more
academic students.”
O:

“This high school's bad, but it’s okay. If it was any worse I probably

would have dropped out...High school for me is not considered public. I can't think of
any way that I express my creativity when I'm here, just because it’s shit that I have to get
through, basically. It’s just like the mire. And I'll get through it and I'll be done. When
I'm here, it’s like, this is not me, you know. I'm just passing through...I could play the
game. They're not that hard, it’s just hours of my time that I don't want to spend...[Here]
I was, going through high school and I had my own agenda . My agenda of inspiration
and the muse and all of it but now I can't focus on that. I mean that has a name. That s
called irresponsibility...that's what it’s called here...I could dig graves and write beautiful
stuff even though it’s like the worst job you can imagine. Be a trash guy,
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whatever....these low, low jobs... [would be] no problem. I mean, that would be okay
with me.”
“Somehow coming to high school is worse. In terms, related to my creativity,
because you're trivialized...there's this force in my head, and I know I picked it up in this
high school and in Junior High that says, "No, you're not...[you’re] just a little kid who’s
writing stuff down. You're not doing anything real. I mean, ‘Go away. Wait until you
have your degree... After school at three o'clock... I'm out of school!! But I'm just
dead...my mind is so like flat. It’s just, no matter how much I concentrate and try to make
stuff happen, I'm dead. There's nothing going on. I might as well be sleeping.”
[Researcher question: “Clearly, you feel school does not support you. How could
school support your creativity?”] “It’s hard. It’s a hard question because I could create the
prefect school for me, but there would be another guy my age or girl my age just as creative
as I am in a totally different way, and the school that I would create - prefect for me would be horrible for them.”
[Researcher question: “Can you say why?”] “Because creativity manifests itself in
so many multiple ways that there is no perfect, one perfect educational system, if it’s an
institution. I mean there can be a perfect teacher for someone who would also be a great
teacher for other people, but the institution as a whole...if there is a way to do it, I don't
know who the hell would know how. But I would say to let kids focus on what they want
to do at an earlier age.”
JS:

[Speaking about his peers in school] “They all try to be the same person,

when essentially they are all completely different people inside, they just don't know it.
After a while they get caught in the turn of things, you know what I mean. That's what the
structure does to them. It works it’s way in on them, closes in on you because you ve got
these rules you have to go by...They teach you, this is a phase of your life here. Do this
paper and just get on with it. And so the kids just say ‘whatever . They do the paper.
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They get on with it. And the only way they can keep themselves going is, ‘I gotta get those
sneakers, I gotta get those sneakers. I gotta get that hat. I gotta go see that football
game.’ “

Ambivalent Responses about School and Creativity. Two female
participants and one male participant spoke with ambivalence about school and their
creativity.
From the female participants:
N:

[Researcher question: “Do you feel that school has supported your

creativity?”] “There isn't really room to be that creative, but I guess so. I mean in writing
things, yeah sure, you're not shunned for doing something really crazy.”
L:

“I think individual teachers, some have. But the environment of school, at

least for me, I don't know, I think it’s in any high school, or maybe it’s just the age that
you feel like you have to be something rigid...[I] try to edit things[in school], where as in
the summer, I just do whatever I think and I don't feel bad about it.”
From the male participant:
JS:

[Researcher question: “Do you feel school supports your creativity?]

[Laughs] “Well, certain members of the school have, but the institution of the school itself
does not. The school itself supports fads. What the school supports is [that kids], they're
herded like cattle and they don't even know it. But there are some teachers in this school
that are really cool...’’[Researcher question: “What is it about these teachers, how do they
support creativity, specifically?”] “They're alive...They've got their own field of mind
they don't treat you like every other student.”
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Comments about Junior High School and Creativity. Two female
participants and two male participants spoke about their creativity in Junior High School.
From the female participants:
L:

“...since in Junior High, in 7th grade I wasn't that social, and I would draw

almost every day just to keep myself occupied. I found that it made me feel that I did have a
place, an area that nobody else would understand... Junior High was very stifling, I felt,
and I could do that by myself [creative behavior] and nobody knew about it, although
people were really amazed. That was the one thing that I felt people really recognized....
I'd always, in 8th through 10th grade, I didn't really do all that much. I was more
interested in sports and getting to know a lot of people.”
JO:

[Speaking about her extensive interest in music and playing cello in

elementary school] “I did everything, overlapping, and then in Junior High I quit
everything...Every one was trying to get me to keep going, but in Junior High I didn't want
to carry it on, so I gave it up.”
From the male participants:
Y:

[Researcher question: “Do you feel school has supported your creativity?”]

“Not in Junior High so much.”
O:

“In Junior High I got messed up...When a person that young does

psychedelics, everything crumbles...so the rest of my life was trying to put back together
the pieces of all that craziness. Which is where poetry came in, because it was stable. And
after that, when I stopped using stuff, I went through a period of a year and a half where it
was all I did: poetry and reading...there's this force in my head, and I know I picked it up
in Junior High that says, ‘No, you're just a little kid whose writing stuff down. You're
not doing anything real... It’s still in your head and it follows you around, and that s a big
part of being an adolescent, because as an adolescent in America, generally, basically
everything you do is trivial.”
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“Junior High is a pit of hell, as far as I'm concerned. It’s bad and that was when I
was first a teenager, 13,14,15, my early teens, and making a transition to deciding it’s
okay with me that I'm creative. Which is a big thing, a big decision, and the people in that
school are...beat you down, say, ‘no, it's not.’ “
“It’s the personal, it’s the way that my mind reacted to the school and the life I was
living and the social stuff I was doing. It was an affirmation, like pride. No matter what
else happens to me, no matter what these people do to me, I know what I have. I know
what I'm worth. [Researcher question: “And that was your creativity?”] “Yes.”
Results for the final interview category, Category #6: Interview Responses to the
Focus Group and Research Project, will follow the Results of the Focus Groups so that the
participant responses may be read in the context that they were experienced.

Results of the Focus Groups

Originally, only one focus group had been planned to take place in-between the first
and second interviews. However, after the first focus group met with 56% of the
adolescents participating, there was a majority consensus from the participants that they
wanted to meet again. The request was unanimous, enthusiastic, and all the participants
made a commitment to return. So a second focus group was arranged. This second one
also had a 56% rate of participation, with 33.3% from the first focus group and 22.2%
from the participant pool that had not shown up for the first focus group.
From the focus group data, only those topics thematically related to the interview
categories were considered significant enough to report. In order to maintain the integrity
of the ideas between participants, most responses have been reported within the context of
the dialogue. In some cases, certain dialogues are repeated because they pertain to more
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than one topic. Sometimes an isolated comment that related to a topic under discussion has
been included after a dialogue.

Category 1:

Creativity Definitions and Characteristics

L:

“[Creativity is] figuring it out, how to solve things...”

C:

“I think of a creative person as somebody who creates something other

people don’t necessarily know how to do...”
Y:

“I would say creativity [looking at the question sheet] is the ability to take

knowledge accumulated over the years and mold it to something new, not even something
radically new, just something new.”
O:

“I think creativity, is that and it’s also the drive. It entails an artistic

endeavor of sorts. I think it has to be an experience you can talk about, an artistic sort of
endeavor. Music. Art. Religion...”
J:

“Anything, almost.”

O:

“...a lot of it is ego. Not in the sense of arrogance ego, but the self - to be

creative you have to be in touch with that. That’s what it’s all about, is bringing that
out...”
L:

[Nodding agreement as O speaks] “...being willing to remove yourself for

the moment and observing yourself also adds to it.”
C:

“OK.”

J:

[Smiles and nods yes.]

Y:

[ Smiles, picks up glass, smiles again, nodding in agreement.]

Y:

“...even the interpretation of things, such as a musician, is very difficult for

that to be really creative because to be creative you have to really create something new.
Create your own framework.”
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Y:

“It’s a limited type of creativity looking within yourself. I think one of the

marks of creativity is not just being able to look inside yourself but to be able to go beyond
that...not just see things from your own perspective.”
O:

“Impossible not to see things from your own perspective.”

O:

“How about...is imagination experience? Is imagination experiencing it?”

Y:

“No.”

O:

“It’s not? If you imagine yourself, when I was a little kid I was Peter Pan

all day long, now I wasn’t actually going out and killing Captain Hook but I was
experiencing it.”
C:

“I think when people have some sort of fantasy world where they do create

images and personalities, maybe part of creativity is trying to put yourself somewhere
where you are not at—that if you write a book about pirates, the writer is putting himself in
the position of a pirate.”
C:

That’s what creativity is to a certain extent, what you hope for in your life,

making a better world in your mind for yourself.”
O:

“...for me my creativity, so far, and I’m a little kid still, is so often

exclusively driven by a lack, trying to fill a void...If you’re ultimately saturated, there is no
creation...we do it because we have voids in our lives.”
L:

“[creative people] They’ve got a longing to create. Something comes out of

feeling like there’s something missing. If there was no expectation, if there’s nothing else,
nothing wrong, then you wouldn’t feel like there’s anything missing and you wouldn’t...
have to fill the gaps...most of it [creativity], lots of it, is about joy. The highest joy.”
Y:

“I guess there’s an important part of creativity and being an artist and that’s

self discipline.”
O:

“You’re totally right about self-discipline. It took me a while to get that, but

you’re totally right. Like anything else you have to practice your ass off to get any good.
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Category 2:

Creative Behavior/Expression

Conditions Influencing Creative Behavior/Expression. The following
dialogue became a debate over which influences creativity the most, nature or nurture:
L: “Do you think creativity, or how creative somebody becomes, is entirely
dependent on the surroundings they’ve grown up in? Or do you think part of it is just
chemical, the way they are?”
Y:

“I don’t know. Obviously, I’d say nurture first of all. I definitely see [it

as] things in your environment: where you grew up, what kind of role models you have
around you, what kind of types of art you’re exposed to.”
O:

“Yeah, I think it’s exposure.”

The Role of Others in Creative Behavior/Expression. The following
dialogue combines two topics: the Influences of Others and the Responses of Others:
L:

“I mostly create when I’m by myself because I think partially I’m afraid of

people not understanding it... I never do it as well as it should be done. I never really get it
to do what I want to. For a few people I can do that.
Y:

“For me anyway, I’ve gotten better at that, at letting people see, see maybe

not how great I am.”
O:

“For me, whatever it is, as soon as I share it with someone I have a totally

different relationship to it...the second my buddy’s over or somebody’s over and I say,
“Look at this’...It’s different. No matter what they think of it, it’s totally different. After
that point, I put it away.”
JO:

“I write a lot of poetry...that when I keep it to myself, it’s perfect. When I

read to people, I see everything that’s wrong with it.”
L:

“You see all the ways that they could misconstrue it.”

JO:

“I don’t like to share with other people...For me my goal is I want to be a

writer when I grow up. That’s what I want to do; so I can’t bear the thought of anyone
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telling me that it’s not good enough, just crushing my feeling...it’s a lot harder to open up
this kind of thing with my friends then it is to a total stranger...[I’m] very much afraid of
what they are going to say. But if I send it to an editor...I don’t feel rejected if I don’t
win.”
Q

“Yeah, that’s like me. When it’s impersonal, it doesn’t matter when it’s

impersonal...But when it’s a friend, someone you care about what they think about your
writing...Since you’re revealing something about, opening up a little door for them in your
mind, whatever, your psyche, I think that’s a lot harder...a friend can’t lie to you...You
will know whether or not your friend likes it or doesn’t like it. You will know.”
[In the following dialogue, the topics of personal abilities, creative process/product,
and the influence of others intersected.]
JO:

“I’m very, I’m very confident in what I’m writing but at the same time I

don’t think anything I’ve done until now is that really good.”
S:

“Yeah.”

Y:

[Nods yes]

L:

“Yes, that’s what I feel.”

O:

[Turns to look at JO.]

L:

“...because I’m still developing it...

JO:

“...if I sat down and really tried...I think I could really do something great.

[But] nothing I’ve done so far is really what I’m capable of and I feel embarrassed showing
it to people.”
S:

“If you read a book and it’s better than yours. This is my brain child, I just

created it and I felt really good about it and [then] I read this book by someone who’s better
and whoa, well, maybe I’m not that good.”
JO:

“That happened to me. I had just written a poem and I was really confident

about it and we were just reading this book by Tony Morrison...it just made me feel...like,
gosh, I have so far to go. I suck. So I know about seeing [to S] something else.”
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O:

“...what I think when I go back and read those books again is, basically,

throw them away! Because no matter how I love them or how much they touch me,
there’re worth nothing in terms of my writing. I could read them and say mine isn’t as
good, but it is, it’s always as good.”
O:

“...when you’re younger your mind is moving so much faster and you’re

growing so much more...You’re always in the process, in the process working at it the
process nothing is finished...It’s always in the process. I know what you mean, just
waiting for that day when something is done and then you’re (raises hands simultaneously
with Scott) Done! YOU’RE GOD!”
Y & JO:

[Both nodding yes and saying] “Yes. Yeah.”

Y:

“...Yeah, I agree with that. It seems that a lot of the time I get...

O:

“That balance is off...”

S:

[Leans over playfully, like a listing ship.]

Y;

“[Sometimes I get] inhibited and it’s hard for me to write right. After I look

back on stuff I’ve written before and I realize how bad that was and I think, well, next year
I’ll think that this is just as bad.”
O:

“...the writers I love hated their books, you know...They felt the same

way...I try to keep an open mind about it.”
Y:

“It’s important to keep that kind of distance from your work in the sense

that you can always improve, because it gives you the impetus to perfect it. And I think
the same thing about going public with things you’ve done. As soon as you realize your
creativity is going to become public, you start looking at things in a much more critical
way. Really examining every word. Especially for me, it always works best for me to
imagine a specific person reading or experiencing whatever it is I am doing and asking
myself how they would react to what I’ve done.”
O:

“I think the actual creative process is incredibly private... private but

ultimately, I’d love to have anything to do with the public. I want to publish... in another
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sense like with jazz musicians improvising, that’s public. I always improvise best with
other people.”

Category 3:

How Creativity Influences the Self

Creativity and the Self. The discussion moves between how creativity
connects to the participants sense of self and creativity and the self in others.
O:

“Well, but it’s come from you (points index finger of both hands to his

chest) that’s what I think, a lot of it is ego. Not in the sense of arrogance ego, but the self—
to be creative you have to be in touch with that. That’s what it’s all about is bringing that
out—what that is. The idea of self is always changing.”
L:

[nodding agreement as O speaks]

C:

“Do you think it’s possible for an artist not to experience something?”

Y:

“Uh huh, yeah.”

C:

“Do you think you would have been reading one of his poems if he hadn’t

[Nods head yes.]

experienced something?” [smiles]
O:

“But that’s even more reason...if you’re not actually experiencing it, that’s

even more from the interior of the self, that’s imagination that’s totally self created.”
Y:

[Smiles, contented.] “Exactly. That was my point.”

O:

[Dialogue moved to artists who sell out] “If you stay true to your self, most

truly creative people, when they get that break, then all of a sudden doing what is totally
pretty casual for them - people love it.”
C:

[Referring to musicians who interpret music while playing] “In the end,

they have to add something of their own to make it something appealing.”
O:

“As an individual, certain figures, [it’s] who they are in their lives [that

often] intrigues me more than their art does. Like what Whitman and Van Gogh, human
beings who are so huge that all that basically matters is what they were about.”
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L:

“And also, if it’s someone you know, then their art becomes [important].

And if it’s someone you don’t know anything about, then their art stands alone.”
O:

“...Whatever Henry Miller was actually trying to drive through is probably

something that is entirely personal...We could read it right now and say, “He was trying to
blah..” that’s not it, because it’s him.”
O:

[Speaking about the influence of having friends respond to your creative

products] “...you’re revealing something about [yourself], opening up a little door for
them in your mind...”
O:

[Referring to preparing for a public reading] “Whenever I’m in that

situation, I always try and fight that, a couple of days before as soon as I choose what I’m
going to read, I’ll be thinking, ‘I have to revise that.’ Looking for the phrase that’s too
personal.”
JO:

[Nods and smiles yes.]

O:

“The listener can’t tell, but you...you...you’re just like, ‘I can’t say that!

Here’s me on a plate.’ “
JO:

“I was going to enter this contest with this poem. I’m not really happy with

it, but for me it’s the one of the best things I have to send out. Then, just one line I
couldn’t take it out and I couldn’t leave it in. It was one line that basically summed up the
all of me. I can’t take it out. It wouldn’t be the same without it. But I couldn’t fit it in. I
could not reveal myself like that. I know exactly what you mean.”
O:

“Usually those are the best lines. They usually are, and the best to the

listener, to the reader, because the more honest you are about who you are on page or
music or any medium, the more...”
Y:

“People are to trying to relate to you.”

O:

“Exactly. The more people are going to,‘Wow. That’s just...you just said

it. That’s exactly how I feel,’ because it’s like opening up and realizing how alike we all
are on certain levels.”
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Y:

“I was going to say, if you try purposely not to do that, what you’ll usually

fall into is the trap of cliches, what people have said before that.”
JO:

“That you think you’re supposed to say...”

Y:

“That kind of applies to you, but not exactly and usually the really honest

things are more applicable than any cliche to everyone.”
O:

“To me, school, all school work [in contrast to creative work]...it just

passes through me. It doesn’t touch me. I don’t touch it. I basically leave no trace of
myself on any of that stuff that I do.”
JO:

“And if I look back on something I wrote [for school], I wouldn’t even

remember writing it, so I know I couldn’t have had much attachment to it.”

Creativity as an Essential Element in Life. O: “Basically, I’d be trying to
harness my creativity constantly, all day long anyway I could.”
L:

[Responding to a discussion about imagination and creativity] “It’s also

like~how do you make yourself happy other than that?”

Category 4:

How the Self Influences Creativity

Creativity Related to Feelings and Emotions.

Y: “Well, I think a really

creative person...would come to just feel the need [to create] more than others.”
L:

‘They’ve got a longing to create. Something comes out of feeling like

there’s something missing...most of it, lots of it is about joy - the highest joy.”
J:

“Some of it stems from anger. Some of it...”

O:

“...comes from every emotion in the spectrum, if it’s any good.”

J:

“Especially anger.”

O:

“Well, some of it’s from anger, yeah.”
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C:

“It’s a time to be clinging onto, happy, certain emotions in your life when

you know you can’t hold onto your emotions forever.”
L:

“Do you think a lot of it [creativity] stems from how humans feel like

they’re so pathetically....(laughs)...mortal. They feel like they have nothing they can count
on. They don’t have any real power. They’re just sort of there. They realize it doesn’t
matter at all, so they try to paint.”
O:

“Yes and no. I think a lot of it does [hesitates]. [Firmly] Yeah, a lot of it

Y:

“Probably if people were immortal and lived longer, they’d be less

does.”

creative.”
Y:

“My view is that people are a lot more similar to each other than they

suspect. That if someone is really saying what they feel, and it’s coming from their
perspective, then there’s always something there that should speak to you.”

Creativity Related to Personal Agenda and Choices. O: “So, you have
to [come] from a very personal place for your own creativity.”
L:

“I’m not sure-you don’t want to be exclusive about it.”

O:

“Well, but it comes from you [points index finger of both hands to his

Y:

“...to be really creative...you have to really create something new. Create

chest].

your own framework.”
C:

“That’s what creativity is, to a certain extent, what you hope for in your life,

making a better world in your mind for yourself...I think discipline is important, if being
disciplined was your own goal. If you don’t have the goal, then discipline is sort of
pointless.”
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Y:

“I definitely see things in your environment [affecting your creativity]:

where you grew up, what kind of role models you have around you, what kind of types of
art you’re exposed to.
O:

“Yeah, I think it’s exposure. Who turns you onto stuff. But I also think

most of it is a choice.”
In a discussion of art and writing, the following dialogue reflects the importance of
a personal agenda in creativity.
O:

“But what has the poem actually said? It hasn’t said anything. It’s just

scattered symbols on a page. You’re the one that changes, you’re the one that makes the
artist.
Y:

“I see art as less meta-physical than that and more grounded than you seem

O:

“What? Grounded in what?”

Y:

“In that the words themselves all actually portray something. That the

to.”

artist’s perspective is important.”
L:

“Is the most important?”

Y:

“Is the MOST important.”

L:

“And also, if it’s someone you know, then their art becomes [important].

And if it’s someone you don’t know anything about, their art stands alone. But once they
become human for you...”
Y:

“But if you take a piece of art and interpret it totally differently from what

the way the artist is trying to say, than the artist has failed.”
O:

“I think the actual creative process is incredibly private.”

JO:

“I wish I could spend the same amount of time I spend on my homework,

perfecting my creative writing.
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Category 5:

Creativity and School

The following dialogue moved back and forth between claims that school hindered
creativity and encouraged creativity:
O:

“...I’m just covered in grease from washing dishes all day long, but my

mind, because I’m doing a task that’s really about as hard as this [raises a glass off the
table] you know, all day long this is what I’m doing. I come home and tear God out of the
sky! But when I come home from here [points to floor in the school lounge], after six
hours I don’t feel like doing my homework. All I feel like doing is slacking off and I’m
sitting here, I don’t know how to explain it, but I come home and I’m dead. And I’d rather
watch Oprah than read a book.”
L:

“I think what that is for me is: I’m constantly observing everyone else and

it tires me out. It makes me feel depressed with distraction about everyone’s attention.”
Y:

“Do you think school is a bane to creativity?”

O:

“Yeah!”

Y:

“...the necessary times you have to think about school, but beyond that I

think...”
L:

“You mean, like, it’s easy for us to say ‘school is stupid.’ “

Y:

“I guess there’s an important part of creativity and being an artist and that’s

self discipline. I think, at least for me, I’ve gotten that from school.”
L:

“I haven’t gotten that from school at all. I’ve actually lost it. I removed

myself in Junior High, so I was self disciplined and school didn’t matter. But high school
has made me tune out, being in here, trying not be self-disciplined.”
O:

“Well, in school, as soon as you start to say anything like this [creativity

discussion in the focus group] they treat you like an alien, or ‘stick to the topic. It s just
like: it is the topic, just me speaking my own version of the topic.”
L:

“Right!”
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O:

[Referring to the difference between personal creative writing and writing

for school.] “It’s like writing, but it is a totally separated, bland writing style on some
paper. You click! Figure out how to do it. You sit down and write a history paper.”
JO:

“It’s like the style. I think when you read my papers [for school], you can

see the style of my writing come through my papers, you know.”
O:

“A little bit, a little bit...”

JO

“ But it’s not anything I have to think about. Oh, my God, that’s

frustrating, man. I wish I could spend the same amount of time I spend on my homework
perfecting my creative writing.”
O:

“I don’t think I ever could...”

JO:

“Oh, I wish I had so much more time...”

Y:

“There’s a lot of creativity that’s involved in school essays. And there’s a

lot of room for creativity even when people don’t see it...”
O:

“To me, school, all school work, except the occasional English papers you

get...It just passes through me. It doesn’t touch me. I don’t touch it. I basically leave no
trace of myself on any of that stuff that I do. It’s just like, here’s this question I have to
answer. What’s the lowest amount of work, the lowest number of pages, the lowest effort
and thought of anything I could put into this and still come away with a grade that my
parent’s won’t yell at me about. That’s basically what high school has been.”
JO:

“Yeah.”

S:

“How many essays have I written that are just: 1985 happened and that’s

what happened in ‘85. Bland, blah, blah, blah.”
JO:

“Yeah. And if I look back on something I wrote, I wouldn’t even

remember writing it, so I know I couldn’t have had much attachment to it.”
O:

“In terms of creativity in high school, I’ve always thought...the way I’m

most comfortable learning is alone with a book open, reading.”
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Interviews (Continued - Final Category)

Results for this final category, Interview Responses to the Focus Group and
Research Project, follow the Results of the Focus Groups so that the participant responses

may be read with prior knowledge of the context in which they were experienced.
Because the second interview was held in-between the first and second focus
groups, only the participants from the first focus group - and one female participant from
the second focus group who rescheduled her second interview - had a chance to respond to
the focus group experience in an interview. One exception was a male participant, S, who
only attended the second focus group experience and gave a response right after it met.
The other exception was a female participant whose second interview data was unavailable
due to equipment failure.

Category 6:

Interview Responses to the Focus Group and Research Project

Four of the participants who met in the first focus group, and one female participant
who only attended the second focus group, responded to subsequent interview questions
about their experience in the focus groups and the research project as a whole.
From the female participants:
JO:

[Researcher question: “What interested you the most in the focus group

discussion?”] “I enjoyed it a lot. I just enjoyed the spectrum of ideas of the other people on
the group. It was interesting to talk to people I haven't really talked to before, [to] see how
much like me they were in some ways, and how unlike they are in other ways.”
[Researcher question: “What has interested you the most about this research
project?”] “It’s made me think about creativity consciously instead of just having it be
more of a stress. I've had to think about examples and why and it surprised me how many
little things there were that I have overlooked in the past.”
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[Researcher question: “Can you give me some examples?”] “Just the ways I've
been thinking about the way other people do things, like a friend of mine. We were talking
about how I think in words and she thinks in pictures, images in her mind and I see words
in my mind when I'm thinking of things. Things like that [which] people don't really think
of, but have to do with your creativity and how you see the world and how she's an artist
and I'm a writer and it all ties in.”
L:

“I thought mostly their [the young men’s ] take on creativity was less

communicative than internal. They were representing themselves instead of...I think they
were saying that if something is truly creative, then it is comes solely from yourself and it
doesn't matter if other people can understand it. And I think I agreed with that, except I
don't think that's possible to. I don't think that everyone is so entirely enthralled in their
surroundings that just expressing something in their drawing or poem...you have to, it has
to have relevance. It’s more effective if it’s understood, I think, in however small a way.
It almost dies if it’s not.”
“I think there was an argument about whether or not interpreting a piece of music
was creativity. Because I think O argued that the piece itself was creativity, but interpreting
it was not in the same way. Which I didn't agree with. [Researcher question: “What was
meant by interpreting it?”] “One’s way of playing [the music]. Actually, I didn't expect
that. They both play music and I assumed that they would see how...I think it is not
making it entirely your own, but interpreting it...it’s definitely being creative about it. You
have to understand it and put it back out after it’s been taken in, so it’s a cycle of doing
that. I think that to give credit solely to the composer would be final, as dead when it was
created, not going through a cycle. I know C. I’ve heard her play the violin and viola and
she's incredible. She's definitely creating something. I think actually everybody there was
a musician.”
“It struck me how enthusiastic you were and everyone else was in the focus group
and how you choose the people that I would have chosen. It was nice to have a group of
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people I normally wouldn't talk with, although talking about creativity is usually difficult
because people might think you're self-promoting or arrogant or something and these were
subjects we were all comfortable, confident about and interested in enough so that we could
feed off each other's ideas easily.”
[Researcher question: “What about this project make you think or think about
differently?”] “Most everything we've talked about has made me...when I leave here I .
think about everything. A lot of what you've told me about...I guess I've been thinking
about, in my family how I look to different people to support my creativity or my friends,
how I want people to tell me I'm good. Usually I sort of say to myself, I don't really care
what any body else thinks. But I know that's not true, so I've been thinking about more,
how much [this] criticism or [that] compliment has influenced me in which ways. Like,
what little things I've received back from people have made me want to do more or do
less.”
“I think the focus groups taught me, just hearing other people talk about their
creativity and the way O said he wrote a novel and that really inspired me. I'd like to do
that. Just hearing from so many other students that it means a lot to them as well
encouraged me. It reinforced how much it means to me.”
From the male participants:
J:

[Researcher question: “What interested you the most in the focus group

discussion?”] “A whole bunch of people who have things in common, sitting together
discussing just that. And also finding out that everything in common, isn't in common. I
mean, everything that everyone thinks they have in common is also totally different from
everyone else's point of view, everyone else’s art work...

[Researcher question: “Did

anything in the focus group stimulate your awareness of your creativity in any way?”]
“...just noticing different things I wouldn't think to be creative, but actually were. Or
different things that weren't creative, that I thought were.”
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Y:

“The focus group discussion was interesting simply because I don't have

enough of those philosophical discussions and that was certainly one of the most
philosophical ones I've known. It gradually turned into a discussion about art and what it
means to be an artist and I thought that was interesting.”
“There is so much creativity and original stuff in people that it’s hard to be aware
of. You have to constantly remind yourself [that it takes] place without you realizing it.
People express more creativity and original work is being produced more then I had
thought about. I hadn't thought the volume [of creativity] being done by people I know.”
[Researcher question: “What has interested you the most about this research
process or has surprised you?”] “It’s gotten me interested in how I can be more creative.
And I've started just thinking about creativity. It made me more conscious of being
creative.”
Q

[Researcher question: “What interested you the most in the focus group

discussion?”] “What interested me most would probably be Y and C and J and L...I've
never had any idea what most ‘normal’ kids my age were doing, how they spent their time.
What they did with their leisure time. How they lived. What they thought about. I've
never had a clue.”
“Y and C, they're doing very similar things [to me]] but there is a critical
split...like, C loves the exact same authors I do, right now. Baudelaire and Rimbaud are
the people I happen to be reading. But my vision of a Rimbaud, his madness and beauty
and everything, is totally different from hers. So, that was what I noticed that was most
interesting. Even though I know the two of them [Y & C] were intellectual, I had no idea
they were into creativity.”
[Researcher question: “What has interested you the most about this research
project?”] “The fact that it is, basically. This project has been interesting because it’s not
something I do every day, but it’s always about to happen. I feel like it’s in the back of my
head as I go around doing my thing, like under a microscope, totally not in a negative way
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at all, totally positive way, sort of like looking at myself and thinking, ‘if I were doing a
dissertation what the hell would I say?’ “
“It definitely made me feel good that it’s happening because at first when I filled out
the sheet [self-report] I felt sort of half-way, this could be cool or this could be depressing
and pathetic...after the interview and the discussion group I realized it was a positive thing,
it was being done, with you doing it, with your understanding.”
“I think for me it is sort of another positive sign that what I'm trying to do is not in
vain, that's there are people who are looking, there's an audience, and the audience doesn't
have to be my friends in a small room on a Friday night at two in the morning; that there's a
lot larger audience...because of this, this little microphone here, recording it’s a little bit
like official, you know...When I'm having discussions about it with my friends it gets like
the air of a movement, that what we are doing actually matters, because for so long we
conclude our conversations with ‘too bad nobody ever gives a shit.’ Well, I was talking
with somebody about it today and that's something!”
S:

[In a verbal discussion after the second focus group, Researcher question:

“How was that for you, this focus group?”] “It was amazing. I really liked it a lot. I
mean, its the first time, ever, in school that I remember actually having to think! All my
years of school and I don’t remember having to think like I was in there, keeping up with
what everybody was saying, how important it was, how really interesting everybody’s
ideas were. Why can’t we do something like this more often?”
The data collected from the nine interview participants regarding the biographical
form, the Shipley-Hartford Scale of Intellect measure, and the Khatena-Torrance Creative
Perception Inventory can be found in the appendix.
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Table 4.1
Categories of Adolescent Response to Self-Identifying as Creative, Not Creative, or
Sometimes Creative from the Self-Reports

Primary Categories

Yes

No

Smt

% of
Responses
of the
Total Data

1. Creative Behavior/Expression

91%

1%

8%

54%

2. Creativity Definitions/Characteristics

85%

7%

8%

13%

3. How the Self Influences Creativity

71% 21%
2%
85%

8%

26%

13%

7%

4. How Creativity Influences the Self

Note. Percentage of responses refers to what percent of the 195 adolescents gave a
response corresponding to a particular category. Percentage of data refers to what percent
of the 667 total data segments comprise each category, given that each data segment was
exclusively assigned to one category. Yes=creative; No=not creative; Smt=sometimes
creative.
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Table 4.2
Adolescent Responses Related to the Category of Creative Behavior/Expression
(54% of Data)

Topic

Sub-categories

1. Done alone interacting with
objects/body

% of Total
Categories

Fine Arts (10 areas: drawing, painting ...)

20.00%

Writing (11 areas: "free writing," songs...)

14.16%

Design (6 areas: landscape, jewelry, home...)

6.11%

Personal Dress (2 areas: clothes, hair)

2.22%

Media (4 areas: film, computer, t.v., videos)

1.94%

Crafts (2 areas: "with hands," models)

.278%

Hobby (no sub-category)
2. Done alone/others interacting with Ideas (6 areas: random, exploration, new...)
bodlrv
Mind
Imagination (9 areas: daydreams, vivid,
lies..)
Problem Solving (no sub-categories)
Creative Questions (no sub-categories)
Vocal

Singing (2 areas: improvisational; general)

9.44%
6.94%
5.00%
.278%
1.11%

Whole Body Dance (3 areas: general, composition...)
3. Done alone/others interacting with Music (5 areas: production, writing, playing./
objects/body

3.06%

Projects (3 areas: inventions, not available...)

3.61%

Exploration (4 areas: new experiences...)

2.22%

7.77%

Games (no sub-categories)

.556%

Outdoors (no sub-categories)

.278%

Science (no sub-categories)

.278%

4. Done with others interacting with Humor (1 area : witticisms)
hodv:
Vocal
Verbal (1 area: stories)
Whole Body Social (4 areas: role modeling, interacting...)
5. Done alone/others interacting with Schoolwork (1 area: general)
objects
Creating things (1 area: general)
Mechanical (2 areas: cars, motorcycles parts)
6 Done with others interacting witn Theater (1 area: acting)
objects
Sports (3 areas: tennis, soccer, "new plays")

1.38%
1.38%
3.61%
2.77%
1.66%
.556%
1.66%
.833%

Note. Topics are not a priori, rather they reflect what emerged from the data, i.e., theater
could also be done alone but responses from the study did not identify this.
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Table 4.3
Adolescent Responses from the Self-Reports Related to the Category of Creativity
Characteristics/Definitions (13% of Total Data)

Topic

Examples of Responses

% of Total
Category
40%

Creativity traits related to the experiential
self

"Releasing energy."
"It's how you apply yourself,
not how good you are."

Creativity traits related to the inherent
nature of creativity

"Spontaneous."
"Flexibility."
"Change."
"Not ordinary."
"Fun."

23%

Creativity traits related to the
observing/observed self

"I have originality."
"I am always thinking
differently."
"Not thinking differently."

21%

Definitions of creativity

"Creativity is an essential human
characteristic."

16%
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Table 4.4
Adolescent Responses from the Self-Report Related to the Category How the Self
Influences Creativity (26% of Data)

Topic
Personal abilities/capacities
limiting creativity
(Includes majority of "not
creative" responses)
Personal abilities/capacities
supporting creativity

Examples of Responses
"Can't turn ideas into tangible."
"Too goal oriented."
"Artistic feeling, no skills."
"Can't write," "don't think creatively."
"Don't participate in activities."
"Find new activities/many activities."
"I can think."
"I am artistic."

% of Total
Category
23%

17%

Creativity related to/with others

[No pressure] "to follow others."
“Like being with other ‘creatives.’ "
“Create objects for others.”
“Observe others' creativity.”
“Work with others creatively.”

23%

Creativity compared to others

"Interpret differently from other's
thinking."
"Follow what others have done."
"Others not interested in my ideas."
"Not as creative as others."

6%

Creativity related to personal
agenda

"Do what I want, not what school wants
me to."
"Don't want to be creative."
"My own ideas/thinking/views/
creations/style.”
"Always, always be myself!"

20%

Creativity related to personality
characteristics

"Open minded."
"Spontaneous."
"See the world uniquely."
"I am unique."
"I am not boring."
"Like different things."

11%
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Table 4.5
Adolescent Responses from the Self-Report Related to the Category How Creativity
Influences the Self if]% of Data)

Topic

Examples of Responses

% of Total
Category
23%

Hope for or loss of creativity

"I want to be creative."
"Wishes more opportunities to be creative."
"Lost creativity as a child."
"Creativity is dormant."

Essential to life

"My life depends on me being creative."
"Without creativity we would cease to
exist."
"If I was creative, life would be easier."

19%

Passionate responses

"Creativity lets out the birds sleeping in my
soul."
"Its the muse in my body"
[Creativity is] "an intense burning fire ready
to be ignited."

19%

Strong responses

"Absolutely" creative.
"Always been important."
"Impossible to be creative in school."
"School takes away my creativity, but I
struggle against this evil and succeed."

16%

Creativity related to emotions

"Need creativity for my mental health."
"Need creativity to deal with my feelings."
"Without creativity, I'd have low energy."

10%

Miscellaneous responses

References to childhood creativity; religion;
career.

13%
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CHAPTER V

CONCLUSIONS AND IMPLICATIONS FOR FUTURE RESEARCH

Introduction

The conclusions of this study relate to the high school adolescent perspective about
experiences with their creativity relative to: definitions of creativity; creativity and personal
processes, i.e., how creativity influences the self; creativity and the self-perceived internal
and external influences, i.e. social processes, environment, family; and the private agenda
of adolescent creativity. One of the more substantial findings is the replication of data that
occurred across all data sources (self reports, interviews, focus groups) and the majority of
response categories for the theme of the self and creativity . One of the more salient
findings is the quality and number of influences that 100% of the interviewed adolescents
attributed to their experiences with creativity. Three data displays, drawn from the
extended text presented in Chapter IV, have been included to facilitate verification of
conclusions. Data for these tables were selected on the basis of 1) conceptual congruence
with the categories under discussion and 2) the researcher’s confidence in contextual
appropriateness of the selected text. Some of the important results are discussed,
significance of findings summarized, and the implications for further research considered.

164

Discussion

Definitions of Creativity
Since part of the investigation was to discover how the participants thought about
and defined creativity for themselves, a definition of creativity was not pre-constructed for
the research. Participants in the interview and focus groups defined creativity either
directly with, “I think creativity is...,” or indirectly by implying that creativity had certain
characteristics, i.e., “...to be creative, you have to be genuine,” or “you have to take
risks,” implying that a characteristic of creativity is the ability to be genuine or the ability to
take risks.
All nine participants gave direct responses to the interview question - “What is
creativity for you; how do you define it?” Out of the 18 topics in three sub-categories that
emerged, the topic pertaining to the self had the highest participant response rate of 78%,
while the other 17 topics ranged between 33% to 11% participant response rate. Examples
from The Purpose of Creativity topic best illustrated how the participants defined creativity
in relation to a sense of self: From the female participants:
N:

“It’s my life. It’s me. Myself. Creativity is what shapes me.”

JO:

“I think of being myself...”

From the male participants:
S:

“...being individual, being a way that's in some ways different...this

creative process of finding myself which is what I define as creativity...”
Q

“Creativity for me is...being someone who...makes something entirely new

that is from just themselves, from me.
JS:

“It’s whatever you do. To me, it’s whatever someone does that lets them

tap into themselves...”
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Creativity and the Self in High School Adolescents
One result that showed meaningful parallelism across all data sources and categories
of participant response in the self-reports, interviews and focus groups, indicated that high
school adolescents link their creativity directly to a sense of self. From the 195 selfreports, the second largest grouping of data segments (33%) related to self concept and
encompassed 50% of the categories and 57% of the topics that were derived from the
content meaning of the data. From the interviews, 33% of the categories and 28% of the
topics related to self concept, while some references to the self and creativity were made in
all categories whether specifically designated as a category involving the self or not (See
Table 5.1 for examples of references to the self across categories). From the focus groups,
50% of the categories and 57% of the topics focused on issues of the self and creativity.
This emphasis is consistent with what many theorists consider the essential task of
adolescence: identity development (Erikson, 1968; Kohut, 1985; Wolf, Gedo, and
Terman, 1972). As Adelson and Doehrman (1980) point out:
In no other phase of the life cycle do we find a more heightened awareness of
self (in self-consciousness, embarrassment, shyness, shame); at no other time
do we find quite so acute a concern about questions of self-regard, (p.109)

Other research studies in adolescent creativity have also reported on areas related to self
concept. As early as 1961, Holland found that creative high school performers had a sense
of self that was different from others. In a biographical inventory of 400 high school boys,
creative adolescents found a form of creative expression that was "personally and deeply
valuable" to them (Schaefer and Anastasi, 1968, p.46), thus indicating that their creative
behavior was important to their sense of self. Dacey (1989) concluded that since creativity
depends on self-concept and motivation, early adolescence, where self-concept is being
defined, becomes a natural time to focus on creativity. This study indicates that, from the
late high school adolescent viewpoint, it continues to be a time to focus on creativity.
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Table 5.1: References to the Self and Creativity Across Categories by Case

CREATIVITY
DEFINITIONS
CHARAC¬
TERISTICS

CREATIVE
BEHAVIOR/
EXPRESSION

HOW CREATIVITY
INFLUENCES the
SELF

HOW the SELF
INFLUENCES
CREATIVITY

SCHOOL and
CREATIVITY

Females
In school
people, [are
not] able to
reconcile the
two different
pieces of
how/who I am
[creative,
athletic]

I use [creativity] to feel
better and respect
myself.
...it’s [my creativity]
just who I am. I feel I'm
losing a part of myself
when I don't do it.

L
In terms of the sense of
myself, that's
[creativity] really what
I like to hold onto.

High school has
made me rune
out...trying not
be selfdisciplined.

Creativity is what
shapes me.

It’s my life.
It’s me.
Myself.

I’m just my own
person.

N

My creativity is my
personal strength.
...creativity
is... making a
better world in
your mind for
yourself.

C

[the meanness
of peers] helped
me think of
other ways I
could please
myself

I can go to creativity
and be myself.

The more I've felt
turmoil in my life,
it’s [creativity]
been more
embedded in
myself.
That's the highest
degree of
creativity, if you
can find what is true
to yourself.

[Creativity
is]...being
myself.

JO

I think my own
thoughts [ideas]
and make my
own
interpretations
[individualism].

The most important
creative thing is that
I'm just myself.

...just one line I
couldn’t take it out
and I couldn’t leave
it in. It was one
line that basically
summed up the all

I make my
teachers hear me
and be creative
[for] myself.

of me.

Continued, next page.

Table 5.1 Continued

CREATIVITY
DEFINITIONS
CHARACTERISTICS

CREATIVE
BEHAVIOR/
EXPRESSION

HOW
CREATIVITY
INFLUENCES
the SELF

HOW the
SELF
INFLUENCES
CREATIVITY

SCHOOL and
CREATIVITY

Males
I get to express
myself in ways
that I want to.

J
...the self - to be
creative you have to
be in touch with
that.

0

Creativity for me is
someone who makes
something entirely
new that is from just
themselves.

Creativity is
basically
anything that you
make yourself in
an attempt to give
of yourself.
It’s such a
necessary, basic
part of me. It’s
like my bones,

It’s not
possible to be
really creative
if you're not
willing to...
step back and
really put
yourself in your
work.

Y

You just do it
because you want
to do it... It just
comes out of you.

JS

It’s [creativity]
whatever someone
does that lets them
tap into
themselves.

The way you are
reflects what you
do, your own
creative form.

S

I can't think of
any way that I
express my
creativity when
I'm here
[school]. When
I'm here, it’s
like, this is not
me, you know.

I think creativity
is basically
anything that you
make yourself in
an attempt to give
of yourself.

This creative
process of finding
myself, which is
what I define as
creativity.

Being an
individual.
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An important
part of creativity
and being an
artist [is] self
discipline. I
think, at least
for me, I’ve
gotten that from
school.

Also, if creativity is part of identity formation, it might be expected that a majority
of high school adolescents would respond affirmatively to a survey about whether or not
they feel they are creative. In the self-reports, 195 high school adolescents s (median age
of 17) filled out voluntary, written statements identifying themselves as creative, sometimes
creative or notjcreative and explaining why they identified themselves as they did. In this

group, 73% responded Yes, creative and 11% responded sometimes creative - making a
total of 84% who felt that they are either creative in general, or are creative at least some of
the time - while 13% responded, No, not creative.
It is also important that one third of all the data emerging from the 195 self-reports
referred to aspects of the self, especially since the self report question pertained only to the
self-identification of creativity and the reason for such identification with no direct reference
or inference to the self, as in “yourself.” Two out of the four categories that emerged from
the data pertained to creativity and the self: How the Self Influences Creativity and How
Creativity Influences the Self. The first category included examples such as, “I always,
always use [creativity! to explore myself,” or “[I am creative because! I am open minded.”
The second category included strong to passionate responses from “It’s how I live my
life,” to “It [creativity] lets out the birds sleeping in my soul.”
In the interviews, 100% of the participants spoke about creativity and the self
relative to the same two categories that emerged in the self-reports, as well as in the
categories of Definitions and Characteristics of Creativity, Creative Behavior/Expression,
and Creativity and School. All in all, 83% of the categories contained substantial,
participant references to creativity and the self. These ranged from personality attributes
that influenced creativity to essential elements of self that were intimately connected to the
creative experience.
In the focus groups the same response patterns emerged as those found in the
interviews. Creativity and the self came up, not just in the categories reflecting that specific
topic, but in other categories as well. For example, in the Creativity Definitions and
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Characteristics focus group category, one male participant, O, noted, “a lot of it [creativity]
is...the self - to be creative you have to be in touch with that. That’s what it’s all about, is
bringing that out...”

How Creativity Influences The Self
By describing or identifying the ways in which creativity affects their lives, these
high school adolescents begin to tell us how and why creativity is important to them.
Within the primary response categories of the self-reports (Yes creative and Sometimes
creative), 34% of the adolescents indicated a range of emphasis from strong to passionate.

These responses were characterized by linguistic modalities, i.e., "I adore...," "I love...,"
"...very important..."; expressive modalities, i.e., words written in letters that were
considerably larger than the rest of the writing, "YES! I am creative." or with graphic
design elements used in words and pictures. From the 13% who indicated No, not
creative, there were responses that showed an awareness of how creativity, or the lack of

it, influences the self. These responses were characterized by statements such as, “If I was
creative, life would be easier,” “I wish there were more opportunities to be creative,” “I
don’t think I’m creative enough,” etc.
Within the interviews and the focus groups, replication of the data occurred across
all cases. An average of nine different ways that creativity influenced their lives and their
sense of self was named by 100% of the participants (see Table 5.2). Comments related to
the ways creativity either improved such things as memory, self-esteem, focus on
priorities, difficult emotional states (i.e., anger, frustration, loneliness) or encouraged such
things as self-expression, self worth, a substitute for drugs, self awareness, independence,
etc. Often there was a fine line between “improves” and “encourages” and the distinction
was made relative to the context of the response.
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Table 5.2: How Creativity Influences the Self by Case

Improves

Creativity:

Encourages

Females

L

Self-esteem
Self-respect
Self worth

Sense of self: “...in terms of the sense of
myself, that's what I hold onto, that I feel like
I'm a creative person. I'll always have that.”

Difficult emotional states: “...I realize how
much happier I am when I do create
something....calms me down a lot if I’m
anxious.”

Self-confidence/comfort
Self-expression
Being true to self
Self fulfillment

Helpful distance from problems by giving
another perspective

Enjoyment of life: “It gives me pleasure that
nothing else can...lots of it is about joy - the
highest joy.”

Memory
Making associations, connections

Attention to detail
Conveying feelings to others
Personal choices
Private time

Multi-dimensionality of interpretations

N

C

Personal strength

Sense of self: “Creativity is what shapes me.”

Difficult emotional states: “When I'm mad,
when I'm angry, I'll try to forget about that by
doing...my creativity.”

Being true to self
Self confidence
Independence

Decision making

Happy aloneness
Private time

Self-esteem

Sense of self: “I can go to creativity and be
myself, and it really has become a friend.”

Difficult emotional states: “. It calms me
down...The more I’ve felt turmoil in my life, ,
[the] more embedded in myself [creativity has

Being true to self: “That's the highest degree of
creativity, if you can find what is true to

become].”

yourself.”

Loneliness
Productivity
Making decisions

Self worth
Self-expression
Self value
Finding “absolute beauty”
Private time
Overcoming fear
Being true to self: “[I am] passionate about

Focus on the moment; being present

being myself.”
Emotional expression

JO

Involvement
Gaining distance from difficult emotions
Being happy

through another perspective
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Table 5.2 Continued
Improves

Creativity:

Encourages

Males
Difficult emotional states:

J

“...relaxes me.”

Self-expression

Quality of personal time

Personal choice

Concentration

Sense of self: “It’s such a necessary basic part
of me. It’s like my bones.”
The “essential self’
Giving of self
Self affirmation
Self pride

0

Self worth: “No matter what else happens to
me, I know what I have. I know what I’m
worth.”
Emotional stability
Substitute for drugs
Enjoyment of life: “It’s everything. It’s the
purpose; it’s alive.”
Sense of self: “multi-faceted” self
Being true to self
Self pride

Self worth
Reduces self-consciousness
Inhibitions
Quality of personal time

Y

Taking risks
Substitute for drugs

Well rounded personality
Desire to do original things

Enjoyment of life and self : “You enjoy what
you have to say and your ideas.”

Motivation: vision of an end product

Sense of self: “[Creativity] it’s whatever
someone does that lets them tap into

Transformation of rage
General enthusiasm in life
Feeling connected to nature and life

JS

themselves.”

Quality of personal time
Ability to notice creativity in others
Self awareness
Emotional states: “I'm happy.”
Motivation: “I feel like I'm moving, getting

s

Self exploration: “...this creative process of
finding myself.”

somewhere and changing.”
Self awareness
Personal choices
Independence

Making decisions
Focusing on priorities
Making connections
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Once the participants have told us why creativity is valuable to their lives, the next
information we need is: what, exactly, do these same adolescents perceive as influencing
their creativity? Given that high school adolescents have the potential to abstract, reflect
and theorize, their perspective on what factors influence their creativity could expand our
available information on creativity within the life span.
Both the interviews and the focus groups revealed five basic areas of influence
related to a range of personal-social factors - the self, others (peers, parents, school) - and a
variety of conditions (See Table 5.3). From the perspective of the self, such factors as
connection to self, moods, self-discipline and revision of work all influenced the quality of
these adolescents’ creativity and their sense of connection to their creativity. The influence
of peers fell into two areas: 1) the positive effects of direct support and encouragement of
creative behavior and 2) the intimidating effects of revealing intimate parts of the self
through creative behavior to close friends. The parental influence fell into three areas:
positive, negative and neutral affects. School influences were mostly related to how high
school hinders creativity, with a minority feeling that school supported their creativity and
another minority who felt that school was a mix of support and hindrance for their
creativity.

The Relationship of the Adolescent Private Agenda to Creativity
Unlike the domains of academic intelligence—courses of study and academic
records—which remain connected to the agenda of educational adults and parents
throughout high school, the processes and products of creative experience develop within
the privately controlled agenda of the adolescents. One characteristic of adolescent
creativity is this unique authorship of a private, self-controlled creative response to a life
experience.
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Table 5.3: Self-Perceived Influences on High School Adolescent Creativity by Case

OTHERS
Females

SELF

PEERS

PARENTS

Emotional states.

Making things for
close friends.

My brother and my
dad are dominating.

SCHOOL
High school
pressure (-).

CONDITIONS
Quiet place.
Summer.

Friends influence
perspective of
own work (-).

L

Criticisms and
compliments

My mom, with lots
of pictures and
paintings in our
house.
They [parents]]also
care about their
creative things.

Robs me of time
to be creative (-).
Grades
discouraging (-).
Discourages selfdiscipline (-).

Criticisms and
compliments.

Night time.
Music.
Mortality and a
sense of
insignificance
and
powerlessness.
Quiet place.

Myself.

N

Summer.
Weekends.
Personal
strength.
My own goals.
Self-discipline.

Good friends gave
me ideas that you
don't have to
conform to
societal rules.

Urged me, said you
can do this.

JO

Being my own
person.
Revision of work.

Being alone.
Personal
restrictions.
Being in nature.

Friends cheering

High school:
demonstrates
what creativity

me on.

is not (-).

Criticism (-).

Too fast paced
for creativity (-).

Travel
Being bilingual

Assignments
restrictive and
uninspiring (-).

Being alone.

Robs me of time
to be creative.

Discovering
creative role
models (-)(+).

C

Being myself.

Elementary
teachers
encouraged me.

My best friend,
the musician.

A lot of me comes
from my parents.

Friends influence
perspective of
own work(-).

Strong emotions.

(-) Indicates negative influence
(+) or Blank indicates positive influence
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Summer.

Table 5.3 Continued

OTHERS
Males

J

SELF

PEERS

PARENTS

Anything you can
do to change
something.
Depends on my
mood.

SCHOOL

CONDITIONS

Fails to offer
enough artistic
classes or
creative career
counseling.

Being in nature.

Right after
school, my
mind is so flat;
I'm dead (-).

Private space.

Access to materials.
Structure, when it’s
set, kind of narrows
things off - a lot!

Mostly it’s me
[influences my
creativity].
Strong emotions.

0

Creativity is
anything that you
make yourself in
an attempt to give
of yourself.

Older friends.
Friends influence
perspective of
own work.

Self discipline.
Revision of work.
Personal choice.

Improvising
with others.

Self-discipline.

Friends. One of
the things that
drives me most is
that people I
know have such
short memories.
After two weeks

Y

My father,
definitely!
The older you get,
everyone's trying
to take it
[creativity] away
from you.
Pressure me
academically (-).
Dismiss my
creativity (-).

no one
remembers any
more. So I
constantly do
new things, be
creative again,
so they
remember me.

Moving from private
to public visibility.

Individual
teachers who
are “alive.”

Being fully awake.

A lot of my
friends.

Demonstrates
what creativity
is not, but also

They reward me
with a laugh or
“that’s a great

allows for
opportunities.

Night time.
Being in nature.
Canoeing.
Rested.
Discovering creative

home (-).
Girl friend.
My dad.
My uncle, the
artist.
Freedom to paint
anything as a
child.

A natural ability
to create.

My moods.

to be creative
through
encouraging
self discipline,
assignments,
and extra
curricular
activities.

Alone and quiet.
Fatigue helps.
Night time.
Weekends
Close to spring
Summer
Male authors.
Role models.
Exposure to art.

Being alone.

Feelings.

S

Offers
opportunities

Exposure to art.
Autumn.

Structure
rewards
conformity (-).

lets them tap into
themselves.

... creative
process of finding
myself...

Male authors.
School wastes
my time (-).
Creativity is
trivialized (-).

Desire to be
consciously creative.

Caretakers in the

Whatever
someone does that

JS

Night time.

Being in nature.

Autumn.

role models (-).
Adolescence allows
subtle expression.

idea!”
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Across all sources of data collection - self-reports, interviews, focus groups -high
school adolescents offered a variety of comments relating creativity to their private agenda.
From the self-reports came: "I like playing with my mind and challenging myself." "I like
to come up with my own ideas." When I'm alone...I can usually think of things to occupy
myself with that aren't typical." Yes, because I do a lot of things on my own." "I like to
write, draw, paint, explore... they're sorta like my own little ways of exploring myself."
"...(creativity) is how I live my life." "I am...in my own world." "I find my own way to
think about problems..."
From the interviews and focus groups, and from both genders, came: “When I'm
being creative...it’s important that it comes straight from the heart and not from what other
people want...what I think my creativity does a lot...[is] I decide what do I like, what's
interesting to me, what can I apply to myself. I think that's probably the biggest use of
creativity for me...” From another, “It’s like my own time to think for myself and do
something I like to do.” And another, “you don't have to do it for any [reason]...it doesn't
have to be done, actually. You just do it because you want to do it.” And another, “I think
[creativity] is being able to...change things somehow to fit your own agenda. When I want
to be creative, I turn it on.”

The Adolescent Perspective and Creativity Research Literature
From the self report data, a category that fell outside of the four main categories
was how participants conceptualized aspects of adolescence and creativity that have been
previously reported in the literature: indicating that (a) participant perspective through selfreporting can be used to cross-validate dimensions other researchers have cared about and
(b) high school adolescents have a range of awareness about creativity that warrants
continued investigation. Most notable is the 4% of the data segments that specifically
mention quantity in relationship to creativity (Milgram, 1993). One No response, I am

not interested in a lot of things," is the flip side of several Yes responses: "interested in
many activities," "have a variety of ideas," "a lot of experience," "do a lot of things on
my own." Further intersections between the literature and adolescent responses can be
found in Table 5.4.
Table 5.4
From the Self Reports: Areas of Adolescent Perspective that Intersect with Creativity
Research Literature

Intersection

Reference

Feeling different
from others

Holand, 1961

"I think very differently."
"I do things most of my friends don't think
of doing."

Feeling unique

Miller, 1974

"Everything I say or do is unique."
"No one else I know acts the way I
do..(dress, think, etc.)"

Trusting one's
self

Smith &
Carlsson,
1985

"I am good at...,"
"I come up with very creative...,"
"I know what I'm doing and how to do it."

Creative
production

Birley &
Genshaf,
1991

39% of the adolescents listed
from four to thirteen areas of
personal, creative expression.

Ideational
productivity

Wallach &
Wing, 1969

17% of the adolescents
mentioned "ideas" in
relationship to creativity

Creativity as a
universal human
trait

Lesner &
Hillman,

Deep personal
connection

Hammer,
1961

"It lets out the birds sleeping in my soul."
"It's the muse in my body."
"I love to create (music, photography,
writing, etc.)."

Role models for
peers

Clark, 1988

"I model creativity for others."

Multiple areas
of motivation

Birley &
Genshaft,

Researcher Comments

Participant Responses

"...come up with ideas instantly,"
"I think of many new ideas,"
"...exploring ideas,"
"Everyone has a creative side."
"Just about everybody is creative."

1985

1991

47% of Yes responses listed
from 2 to 13 creative areas of
strong interest.
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Significance of the Results

This study was significant for a variety of reasons. First, by eliciting the viewpoint
of self-identified creative adolescents on the creative experience, we have another
developmental layer of information about creativity through the life span. If Rothenberg’s
(1991) theory is accurate that "...the beginnings of a specific creative identity in
adolescence are a necessary foundation for creative motivation and ability to create
throughout life," (p.432), then knowledge about how adolescents feel about creativity
becomes important in order to understand the developmental base for the creative
productivity of adulthood, as well as understanding the full significance of adolescent
creative behavior in the sequence of human growth.
In support of this connection to adulthood, 100% of the female participants spoke
about a future career in what they felt was a creative field: painting, dance, creative
writing, and music. While 60% of the male interview participants spoke about creativity as
some part of their future. One spoke as if he wished it would be part of his future, that
creativity gave him multi-dimensionality as a person, but he wasn’t sure if parents, school
and society would pressure him into giving up his creativity in order to concentrate on his
academics. This response indicates the beginning of an awareness of the personal
importance of creativity and how fragile the adolescent foundation of development is to that
aspect of self, that any number of collective influences might decide his creative fate in spite
of his own awareness.
Given that creative behavior enjoys an upsurge during different stages of
adolescence (Dacey, 1989) and is often the precursor to parallel creative expression and
productivity during adulthood (Rothenberg), fundamental information about how
adolescents perceive their experience with creativity is needed before beginning an
evaluation of the influence of creativity on adolescent development. It is one thing for
adults to study adolescent creativity from a pre-structured definition and perspective of
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creativity and quite another to ask adolescents what their definition and experience of
creativity is.
Since the 1950's, a large portion of researchers have concentrated on research
projects developing methods to identify "gifted," "talented," or highly "creative"
individuals. Their focus was on creativity , who is or is not creative and what elements
might be responsible for creative functioning. In investigating what might be significant to
the development of creative potential in adolescence, researchers framed their research
design from the perspective of creativity rather than adolescent development. Data
collection and analysis was structured from pre-established definitions of creativity (i.e.,
original production, divergent thinking strategies, etc.) that did not considered the influence
of the creative experience on adolescent development and the relevancy of the adolescent
viewpoint.
But research that uses a pre-structured definition of creativity necessarily limits the
pool of potential "creatives,” possibly giving an implicit impression that, in general, there
are less creative adolescents than non-creative adolescents. Also, what an adult might
identify as a "creative adolescent" is not the same as an adolescent identifying whether or
not s/he feels creative.
Another vital finding is the beginning confirmation of a psychological meta-system
where the entire process of adolescence identity formation could be characterized as self¬
creation. In adolescence, the internal dynamics are primarily involved with organizing the
psychobiosocial changes in relation to a creation of the self. As one male participant noted,
“This creative process of finding my self...is what I define as creativity.” This
psychological meta-system might, in turn, give rise to internal dynamics of identity
formation specifically invested in the creative process. Responses such as, “[Creativity]
it’s my life. It’s me. Myself. Creativity is what shapes me,” and, “its [creativity]
whatever someone does that lets them tap into themselves,” reflect a sense of self that is
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intimately connected to the purpose and function of creativity. Such responses were not
isolated comments, but recurred across cases and categories of response.
Also, this study begins to support the premise that adolescent creativity is related to
a sense of self and quite possibly the process of identity formation, one of the
developmental tasks of adolescence that Rothenberg (1991) connects to creativity. One
hundred percent of the interviewed adolescents spoke about the direct influence that
creativity has for their sense of self. And beyond that, they described the creative
experience as life enhancing, increasing the quality of personal time, the enjoyment of life,
their connection to life, nature and themselves (See Table 5.3). Such personal testimony to
the influence of creativity in adolescents who have self-identified as creative might hold
clues for the types of educational and intervention strategies that could influence at-risk
adolescents suffering from hopelessness, drugs, and early pregnancies. If creativity is
valuable to adolescents by virtue of its life enhancing effects, then what possible
preventatives might be designed to support and encourage the creative self in at-risk
individuals?
What factors, as revealed to us from the adolescent perspective, need to be taken
into consideration when contemplating strategies of education and intervention that
recognize and include the creative self? In all of the research cases, there were responses in
the category of Creativity and School that might prove useful to administrators and teachers
who care about the overall impact of educational systems on adolescents. How do grades,
restrictive structure, lack of time, pressure, and trivialization of creativity discourage
creative behavior that might prove beneficial for a majority of adolescents and quite
possible for at-risk adolescents?
What does it say to educators that 89% of the interviewed adolescents cited areas
and times where they express their creativity as away from school: being alone and quiet,
out in nature, in the summer time, night time, or during weekends. How might the
educational environment, knowing these conditions, begin to meet the creative needs of
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adolescents by restructuring a day to include quiet, alone time; areas to share and reveal the
process of creative work; exhibitions and performances to support a range of creative
behavior, not just in the arts?
Another significant finding came from the adolescent responses to the focus group
process. At the end of the first focus group, on a warm, late spring afternoon, no one
moved from their chairs as the researcher re-entered the room. Instead of leaping to their
feet, grabbing their bags and splitting for freedom, the five teenagers continued speaking,
to the researcher and each other, about what they had just experienced. Their enthusiastic
embrace of the experience included a unanimous request to restructure the research design
and hold a second focus group. All the participants found the first experience stimulating,
thought provoking, inspiring and they wanted more.
The following responses suggest one model for encouraging adolescent relationship
to creativity: semi-structured experiences where teenagers can talk to each other in privacy,
without adults, in relation to their creativity. From one female participant, “I think the
focus groups taught me, just hearing other people talk about their creativity and the way O
said he wrote a novel and that really inspired me. Just hearing from so many other students
that it means a lot to them as well encouraged me. It reinforced how much it means to me.”
From a male participant, “There is so much creativity and original stuff in people
that it’s hard to be aware of. You have to constantly remind yourself [that it takes] place
without you realizing it. People express more creativity and more original work is being
produced than I had thought about. I hadn't thought about...the volume [of creativity]
being done by people I know...[Researcher question: “What has interested you the most
about this research process or has surprised you?”] “It’s gotten me interested in how I can
be more creative. And I've started just thinking about creativity. It made me more
conscious of being creative.” From another male participant, “...after the interview and the
discussion group I realized it [research project] was a positive thing...another positive sign
that what I'm trying to do is not in vain. When I'm having discussions about it with my
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friends...that what we are doing actually matters, because for so long we conclude our
conversations with ‘too bad nobody ever gives a shit.’ Well, I was talking with somebody
[the researcher in an interview] about it today and that's something!”

Future Strategies for Research Design

This study opens up possibilities for future research designs based on replications
of the self-report/interview/focus group design in multiple environments to extensions of
the research that would follow-up some of the findings that have emerged. Although many
studies could be designed excluding the adolescent perspective, all of those suggested here
reflect the bias that what is missing most in adolescent research is the adolescent
perspective and that future research needs to include that in order to strike a balance
between what adult researchers consider important and what is actually important to the
adolescents themselves, even if different levels of developmental maturity might appear to
limit the adolescent point of view.
To begin with, the self-report from this study could be replicated, with an additional
gender component, and given to early, middle and late high school adolescents in different
settings - urban, suburban, rural, small town, etc., - to discover how prevalent a positive
response to self-identification of creativity would be and in what age groups. Then, semistructured interviews using the same range of self-identified creative adolescents as this
research, would amplify the current findings and create a reasonable base of information
for cautious generalization. Also, both the self-reports and interviews could be designed
for cross-cultural studies to find out if the phenomenon of creativity was an experience
for adolescents in a variety of cultures. Such studies would be interesting for
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the properties that might go beyond adolescent creativity, such as cultural values and/or
definitions of creativity that might emerge.
Future studies extending this research could focus on the connection between
creativity and identity formation from the adolescent perspective. Research designs, both
quantitative and qualitative, could investigate what connections there might be between
creativity and identity formation, during which developmental stages of adolescence. A
longitudinal study of self-identified creative adolescents through stages of adulthood could
follow the path of identity formation in relation to creativity to see how the adolescent base
transforms into adulthood creativity.
Other studies could extend the findings of how creativity influences adolescents and
what possible strategies for education and intervention might be designed regarding both atrisk adolescents, and mainstream adolescents who simply want and need life enhancing
experiences to increase their sense of satisfaction with life and themselves and to help
prevent them from turning to other behaviors - sexuality , drugs, and violence. In this
context, investigating the adolescents who self-identify as not creative could add an
illuminating perspective on what blocks adolescents from experiencing their creativity. A
follow-up study comparing self-identified creatives with non-creatives would expand this
understanding.
A simple survey among adults asking them: Out of 195 juniors in high school that
were asked, Do you feel that you are creative? If yes, why? If no, why not?” how many
of these teenagers do you think identified themselves as creative? would indicate what kind
of priority adults might place on adolescent creativity. If a large number of adults feel that
the positive adolescent responses were quite small, then these adults might assume that
creativity is not an important element in the personal and social processes of adolescence
and fail to prioritize creativity in their planning and assessment procedures. If these adults
are designers and administrators in programs for adolescents, the significance of such an
oversight would be magnified. Since previous research concentrated on identifying

identifying"gifted," "talented," or highly "creative" adolescents within a pre-constructed
definition of creativity, these studies limited the pool of potential "creatives" and gave the
implicit impression that, in general, there are less creative adolescents than non-creative
adolescents. This historical emphasis could affect current adult impressions of adolescent
creativity who might fail to recognize or acknowledge the influence of creative functioning
on adolescents that had not been “authoritatively” identified.
Another direction for future research could be identifying how adults, who work
with adolescents, perceive adolescent creativity and then comparing the adolescent and
adult perspectives. Would there be congruence or not? What an adult might identify as a
"creative adolescent" is not the same as an adolescent identifying whether or not s/he feels
creative. Such a study would begin to identity the perceptual differences and assumptions
that might prevent adults from increasing the effectiveness of their interaction with
adolescents.
This is only a limited number of research possibilities. Examining the connection
between adolescent creativity and identity formation opens the doorway on a whole new
paradigm for identity formation with many more possibilities for research. If creativity is
indeed one of the critical abilities for 21st century survival, collectively and individually,
then the adolescent foundation of creative behavior should be an alive and vital area of
study.
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Final Comments

Adolescence is an often dismissed, undervalued stage of human development both
within our culture and within ourselves. Childhood is mythologized as the golden years of
innocence, play, and freedom from responsibility. Adulthood is mythologized as the
ultimate goal of life, where we are all going, where our dreams can come true.
Adolescence is the nowhere bridge in-between these two, firm, mythological landscapes of
identity. The vast literature of research resides in the camps of childhood and adulthood,
while adolescence wanes for lack of attention, except, of course, the at-risk adolescents.
We all know about them. The negatives of adolescence are the hallmark of cultural
emphasis: violence, underage mothers and fathers, drug use, unemployed, undereducated,
irresponsible, disrespectful. For years adolescence has been seen as a psychological
pathology, a state of emotional aberration “to be dealt with.” Only within the last two
decades has adolescence been studied from a perspective of health and organic
development.
I began studying adolescents like an impassioned artist thrusting paint onto a
canvass; compelled, unresisting to the forces of my own adolescent creativity that pulled
me on. Initially, I wanted to study the effects of authentic movement on adolescent
creativity; how a kinesthetic learning process might impact the creative expression of
adolescents. But when I began my literature search on adolescent creativity, I discovered
that the research focus was on identifying creativity and its components and not the
relationship between creativity and the personal and social processes of adolescent
development. Because of this framework, the adolescent perspective was missing. An
unintentional omission, a cultural statement, once again, about the inadequacies of
adolescence. What on earth would they have to tell ms? Not unlike the dismissal, I
suspect, that so many of us exercise over our internal adolescent selves. (If s/he could
speak, what would that forgotten part of ourselves want to say to us?) And this neglect
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persists in spite of the fact that adolescence gives us the developmental matrix most closely
aligned with the physical and psychological framework of our adult selves.
Considering that creativity might have self-perceived value to a majority of high
school adolescents, listening to what adolescents have to tell us could prove vital to our
understanding and empathy with the adolescents around us and within us. Referring to
adolescents who manifested creativity through a high level of ideational productivity,
Wallach and Wing (1969) noticed that these adolescents showed:
...a sense of genuine commitment and the steering of a self-directed course
maximally free from determination by societal expectations...Perhaps the
generating of ideational possibilities offers a key to the process whereby an
individual comes to construct meaning for himself: he tries out ways of
construing the environment that reflect his competencies and his sense of what
is fitting, rather than passively digesting his culture's definition of what
existence is all about, (p.129)
If creativity is an aspect of identity development that adolescents value, but goes
unidentified and thus excluded from consideration, adults working with adolescents might
be missing a significant clue to effective intervention and learning. If adolescents begin to
feel respected and honored because a vital aspect of who they are is being included in the
interaction, then the chances for successful, effective intervention, learning, and
communication increases; and with this increases the opportunities for adolescents to grow
into successful, contributing adults.
Also, including the adolescent viewpoint within all areas of adolescent research
opens the door for a partnership between adult models of adolescence and the adolescent
experience. By including the late adolescent perspective we could increase the range of our
developmental understanding of the human life span as well as compare our adult theories
with adolescent perspectives, increasing our chances of developing meaningful theories.
Using the methodology of self-reports and interviews also gives the adolescent
community peer representation of their perspective, to be recognized and validated by the
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generation of adults that influence their present and their future. Giving adolescents a
chance to contribute to the culture they are struggling to grow into validates their social
importance, which becomes a mirror influencing their sense of importance to themselves.
If the adolescent perspective is elicited and included in research results, then a new
range of strategies tailored for effective education and interaction between generations
becomes possible. As one of the participants so poignantly tells us:
O: It definitely made me feel good that it’s happening [this research project]...I think
for me it is sort of another positive sign that what I'm trying to do is not in vain, that
there are people who are looking, there's an audience, and the audience doesn't have
to be [just] my friends in a small room on a Friday night at two in the morning; that
there's a lot larger audience...because of this, this little microphone here, recording
it’s a little bit like official, you know...When I'm having discussions about it with my
friends it gets like...what we are doing actually matters, because for so long we
conclude our conversations with ‘too bad nobody ever gives a shit.’ Well, I was
talking with somebody about it [creativity] today and that's something!
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APPENDICES

APPENDIX A

SELF-REPORT QUESTIONNAIRE
A number of teenagers feel very strongly about their creativity. This research project, for a
doctoral dissertation, will explore what teenagers have to say about the importance and
meaning of creativity in their lives.
Do you feel that you are a creative person?
If yes, why? (No essays here, just treat this like a shopping list.)

If no, why not?

Would you be willing to be confidentially interviewed about what you think about creativity
for this research project?
_Yes
-No
All participation is absolutely voluntary and confidential and can be canceled at any time
you might wish, for any reason.
If yes, your name:----address:----phone:_
What periods do you have study hall?.
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APPENDIX B

INTERVIEW QUESTIONS

Two dyadic, semi-structured interviews, approximately two weeks apart, with nine willing
participants selected from the Self-Report questionnaire were taped on cassettes. Participation
could be canceled at any time by any participant.
FIRST DYADIC INTERVIEW
A biographical questionnaire (See Appendix E) was recorded by hand before the interview began.
I. What has creativity been like for you from the time you first remember until the present?
1. What is creativity for you?
2. Have there been times in your life when creativity was more important to you
than other times?
3. Can you remember at what age you began to consider yourself creative? Why then?
4. What and/or who has influenced your creativity?
II. What is creativity like for you right now?
1. How do you express your creativity?
2. Who do you feel supports your creativity the most?
3. Do you feel that school has supported your creativity?
4. If response to #3 is negative: What do you imagine would be different for you if
school did support your creativity? How could school have supported your creativity?
5. How do your parents respond to your creativity?
6. If #5 is negative: What do you imagine would be different for you if your parents did
support your creativity? How could your parents support your creativity?
7. How do your peers respond to your creativity?
8. If #7 is negative: What would be different if your peers supported your creativity?
How could your peers support your creativity?
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9. Are any of your close friends creative? How do they show their creativity?
10. Are there times when you feel more creative than others?
11. What have you noticed about yourself that is different when you feel creative from
times when you don't?
12. Do you need a specific environment for your creativity? In a perfect world, what
kind of environment would you want for your creativity?
13. If creativity was recognized in childhood:
Has being an adolescent changed your creativity? How?
Has it changed your relationship to your creativity? How?

SECOND DYADIC INTERVIEW:
Two Khatena-Torrence creativity measurements (See Appendix D) and a Priority of Creativity
measurement (See Appendix G) will be given before the interview .
I. What sense do you make of your experiences with creativity?
1. When you think of your future, what role do you imagine creativity will play?
2. What interested you the most in the focus group discussion?
3. What has interested you the most about this research project? What has surprised
you? Made you think or think about differently?
4. How have these interviews and the focus group influenced your awareness
of your own creativity? Of others?
5. Are there any questions about your creativity that you wish I had asked?
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APPENDIX C
SHIPLEY-HARTFORD SCALE OF INTELLECT
Complete the following. Each dash (—) calls for either a number, a letter or a word to be
selected from the five choices in the right-hand column. You will have six minutes total, so
don’t spend too much time on any one question. Each numbered line is a separate item.
Circle the answer you chose. Answer the items in order.
Problem

“50n

2

3

4

A
(1)
2

5

51) white black

short long

52) AB

CD

BC

down

D

53) Z Y X W V U
54) 12321

23432

34543

55) NE/SW SE/NW
56) escape

cape

57) oh ho

rat tar

EAV

456

N/

cape

^

mood

58) A Z B Y C X D
59) tot tot

bard drab

60) mist is

wasp as

61) 57326

73265

62) knit in

spud up

63) Scotland

537
pint in

32657

tone_

26573

both to

landscape

stay

scapegoat

64) surgeon 1234567 snore 17635 rogue
65) tarn tan

rib rid

rat raw

66) tar pitch throw
saloon bar rod
fee tip end
plank
meals
67) 3124
82
73
154
68) lag leg

pen pin

69) two w

four r

46

big bog
one o

hip

13
rob

three
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Select one of these answers
E
£
D
(2)
(3)
(4)
6
8

E
(5)
5

in

right

up

out

left

F

E

C

A

H

W

A

F

T

P

45

12

78

54

32

S

E

W

N

NW

nape

cat

dress

coat

ape

mouse

sad

doom

joy

ah ha

W

E

V

F

U

357

753

573

375

735

toe

on

to

no

ton

32657

65732

65723

57362

75623

on

sat

up

tap

at

land ho

victim

shepherd

escape

goatee

17632

34625

34567

36425

17236

hot

hit

top

tip

pit

serve

steak

board

plink

lunch

9

6

5

10

8

rub

rib

rid

rap

rat

t

h

r

e

u

Results of Participants for Shipley-Hartford Scale of Intellect

Participant

Total Problems Correct
out of 20

Problem Number Missed

Females
L

18

66, 69

JO

17

66, 67, 69

C

17

61, 67, 68

Males
J

16

63, 64, 67, 69

O

16

54, 61, 64, 69

Y

18

67, 68

S

19

66
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APPENDIX D

KHATENA-TORRENCE CREATIVITY MEASURES

Two autobiographical instruments of creativity were administered to three female
and four male participants: Khatena-Torrence’s {\916)What Kind of a Person are You and
Something About Myself These measurements were originally constructed as a screening

device for identifying creativity. What Kind of a Person are You is based on the rationale
that an “individual has a psychological self comprising of sub-selves relative to creative and
non-creative ways of behaving” (Khatena-Torrence, 1976, p.10) and relates to the creative
self construct of this research project (See Chapter I & II). Something About Myself is a

measure of creative self-perception and is based on the rationale that creative functioning is
the result of personality characteristics, specific kinds of creative thinking strategies and the
products that “emerge” from creative production and relates to heart of this study: the self¬
perception of creativity and its influences as perceived by the adolescent participants. Both
measurements were chosen to see if the adolescents that self-identified as creative for this
research project would also be measured as creative by standard creativity measurements.
What Kind of a Person are You and Something About Myself were selected from a range

of instruments because they reflected different theoretical constructs that paralleled specific
aspects of the theoretical framework of this dissertation. Both instruments use written
statements that require a response from the participant that is expected to reflect the extent to
which that individual engages in creative behavior.
The normative data were derived from varying populations across the United States
with a total of 4,362 subjects for What Kind of a Person are You and 2,923 subjects for
Something About Myself Adolescent norms were obtained from students in junior and

senior high schools with their standard scores having a mean of 5. Each measurement had
an overall Creative Perception Index score and then separate scores for specific Factor
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Orientations (five and six factors respectively). The standard mean score for each factor
orientation was 5.
The results of the factor analysis for What Kind of a Person are You showed
Factor I (Acceptance of Authority) to be a “non-creative orientation” and Factor V
(Disciplined Imagination) to be associated with a ‘‘creative orientation,” with Factors n, ED,
and IV consisting of both creative and non-creative elements and not reflecting a clear
orientation to either creative or non-creative functioning.
The results of the factor orientation analysis for Something About Myself showed
that the higher the scores for each factor, the higher the overall, general personality
predisposition toward creative functioning. Factor I, Environmental Sensitivity, contained
statements like: I am interested in and open to the ideas of others. The beautiful delights
me. To make an idea more easily understood I try to relate it to what can be seen, touched
or heard. Factor n, Initiative, contained statements like: I have designed sets or scenery
for a dramatic or musical evening. I have produced an new formula. I can quite easily spot
out missing elements or gaps in knowledge or situations. Factor III, Self-strength,
contained statements like: I have confidence in matching my talents against others. I am
not afraid to takes risks should the need arise. I am resourceful. Factor IV, Intellectuality,
contained statements like: I like to attempt tasks which others would consider difficult or
challenging. I have an insatiable urge to question. I am an imaginative person, a dreamer
or visionary. Factor V, Individuality, contained statements like: I prefer to work on my
own rather than in a group. Others consider me eccentric. I am a self-starter and do not
have to depend on others to maintain my interest level. Factor VI, Artistry, contained
statements like: I have painted, drawn, designed, sculptured, carved on wood, etc. I have
written a story, poem, play or an imaginative essay. My productions were on exhibitions
or won prizes.
The following table shows the standard scores for each participant that took the
creativity measurements as well as the results of a pen and paper prioritization of creativity
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that asked participants to rank the following in order of importance with 1 being the most
important and 4 being the least important: Being appreciated by your friends. Being
accepted by your parents. Performing well in school classes. Expressing your creativity.
These results show that 80% of the scores for the creativity measurements fall at or
above the mean for all standard scores, indicating that this group of adolescents would have
been identified as having a medium to high predisposition toward creative functioning.
Also of interest are the patterns for participants between prioritization of importance of
creativity and a corresponding predisposition toward creative functioning according to the
scores on the instruments. For example, participants J and O who prioritize creativity as
most important also have the largest range on What Kind of Person are You factor

orientation scores showing a very high predisposition toward creative functioning. Where
as one female, JH, and one male, Y, who prioritize creativity as least and almost least
important have a range of factor orientation scores on What Kind of Person are You that
show a low predisposition toward creative functioning. Another result is the range of
scores between non-creative and creative factors in What Kind of Person are You that went
from 1 to 2 points for female participants while ranging from 2 to 6 points for the male
participants. This pattern lends itself to questions regarding gender orientation and creative
functioning, i.e., is the relationships between creative functioning and acceptance of
authority different for females than males? Does Factor V, Disciplined Imagination, reflect
a creative factor equally relevant for females as males? Why would females and males,
who both self-identify as creative, prioritize the importance of creativity differently?
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Table D-1: Scores for What Kind of Person are You , Something About Myself
and the Prioritization of Creativity

What Kind of Person are You

Females:

L
C
JH
Males:
J
0
Y
S

Note:
Note:

(Range of Standard Scores for Factor
Orientation 2-7)

Non-creative
Factor I (Low

Creative Factor

score = high
predisposition
for creativity)

high
predisposition for
creativity)

4
3
3

5
5
4

V (High score =

Prioritization
of
Creativity

Something About Myself

1 = most
important
4 =least
important

Creative
Perception
Index

Factor
Orientation

(Range of
Standard
Scores 1-8)

(Range of Standard
Scores 2-7)

3
1
4

7
5
5

5,6,6,6,6,7
4,4,4,4,4,6
3,4,4,5,5,6
j

0
0
6
2

6
6
4
5

1
1
3
2

N/A
7
5
6

All standard scores have a mean of 5.
Something About Myself: a higher score correlates with a higher

predisposition toward creative functioning
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N/A
5,5,6,6,6,7
4,5,5,5,5,5
5,5,5,6,6,7
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Note: One female participant did not fill out the biographical information.

BIOGRAPHICAL INFORMATION FROM QUESTIONNAIRE
BY RESPONDANT
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APPENDIX F
FOCUS GROUP QUESTIONS

Use these questions if you want to, or take off in your own direction, or both.

1. How would you define creativity?

2. How important do you think it is to be creative?

3. How important to you think creativity is to society?

4. If you had all the free time in the world and no expectations put
on you, what would you be doing?

5. If you were going to interview a very creative person, what are
some questions you would want to ask?

6. What is the greatest creative challenge you've experienced?

7. Is your creativity private for you, or do you like to share it with
others?

201

BIBLIOGRAPHY
Adelson, J., & Doehrman, M.J. (1980). The psychodynamic approach to adolescence. In
J. Adelson (Ed.), Handbook of Adolescent Psychology, nn. 99-109. New York'
Wiley and Sons.
Anastasi, A., & Schaefer, C.I. (1969). Biographical correlates of artistic and literary
creativity in adolescents girls. Journal of Applied Psychology. 53(4):267-273.
Barker, P. (1990). Clinical interviews with children and adolescents. New York: W.W.
Norton and Company.
Barron, F. (1953). Complexity-simplicity as a personality dimension. Journal of Abnormal
and Social Psychology. 48:163-172.
Belfer, M.L. (1990). Psychopathology, normality, and creativity in adolescence.
Psychiatric Clinics of North America, 13(3):557-561.
Bireley, M., & Genshaft, J. (1991). Understanding the gifted adolescent: Educational.
developmental, and multicultural issues. New York: Teachers College, Columbia
University.
Bloom, B.S. (Ed.) (1985). Developing talent in young people. New York:
Ballantine Books.
Bios, P. (1968). Character formation in adolescence. Psychoanalytic Study of the Child.
23:245-263.
Bios, P. (T979). Adolescent passage. New York: Intematiional Universities Press.
Bogdan, R.C., & Biklen, S.K. (1992). Qualitative research for education: An introduction
to theory and methods. Boston: Allyn and Bacon.
Brown, B.B. (1990). Peer groups and peer cultures. In S.S. Feldman & G.R. Elliott
(Eds.), At the Threshold: The Developing Adolescent, pp. 171-196. Cambridge,
MA: Harward University Press.
Buescher, T.M. (1984). Gifted and talented adolescents: Challening perspectives. Journal
for Education of the Gifted. 8:1 -4.
Buescher, T.M. (1985). A framework for understanding the social and emotional
development of gifted and talented adolescents. Roeper Review. 8:10-15.
Campbell, J. & Moyers, B. (1988). The Power of Myth. New York: Doubleday.
Carlson, R. (1965). Stability and change in the adolescent's self-image. Child
Development. 36:659-666.
Carnegie Council on Adolescent Development. (1989). Turning points: Preparing
American youth for the 21st century. The report of the Task Force on Education of
Young Adolescents. New York: Carnegie Corporation.
Cashdan, S. (1971). Social participation and sub-cultural influences in the study of
adolescent creativity. Adolescence. 6(21): 39-52.
202

Clark, B. (1988). Growing up gifted (Third ed.). Columbus, OH: Merrrill Publishing.
Clark, C, & Zimmerman, E. (1988). Views of self, family background, and school:
Interviews with artistically talented students. Gifted Child Quarterly. 32:340-346.
Cleary, L.M. (1991). From the other side of the desk. Portsmouth. NH: Boynton/Cook
Publishers.
Cobb, N. (1992). Adolescence: Continuity, change, and diversity. Mountain View, CA:
Mayfield Publishing.
Colangelo, N., & Pfleger, L. (1979). Academic self-concept of gifted high school
students. In N. Colangelo and R. Zaffran (Eds.), New Voices in Counseling the
Gifted, pp. 188-193. Dubuque, IA: Kendall/Hunt.
Coleman, J. D. (1980). Friendship and the peer group in adolescene. In J. Adelson (Ed.),
Handbook of Adolescent Psychology, pp. 159-187. New York: Wiley & Sons.
Csikszentmihalyi, M., Rathunde, K., & Whalen, S. (1993). Talented teenagers. New
York: Cambridge University Press.
Dacey, J.S. (1982). Adolescents Today. Glenview, IL: Scott, Foresman.
Dacey, J.S. (1989). Discriminating characteristics of highly creative adolescents. Journal
of Creative Behavior. 23: 263-271.
Dacey, J.S. (1986). Adolescents today (Third ed.). Glenview, IL: Scott, Foresman and
Company.
Dacey, J.S., & Ripple, R.E. (1969). Relationships of some adolescent characteristics and
verbal creativity. Psychology in the Schools. 6(3):321-324.
Damm, V.J. (1970). Creativity and intelligence: Research implications for equal emphasis
in high school. Exceptional Children. 36*565-569.
Dauw, D.C. (1966). Life experiences of original thinkers and good elaborators.
Exceptional Children, 32:433-443.
Davis, G.A. (1969). Training creativity in adolescence: A discussion of strategy. Journal
of Creative Behavior. 3(2):95-104.
Davis, G.A., & Rimm, S. (1982). GIFFII and II: Instruments for identifying creative
potential in the junior and senior high school. Journal of Creative Behavior.
16:50-57.
Dervin, D. (1990). Creativity and culture: A psychoanalytic study of the creative process in
the arts, sciences, and culture. Rutherford: Fairleigh Dickinson University Press.
Earl, W. L. (1987)). Creativity and self-trust: A field study. Adolescence. 22(86):419-431.
Edwards, M.P., & Tyler, L.E. (1965). Intelligence, creativity and achievement in a
nonselective public junior high school. Journal of Educational Psychology,
57:96-99.
203

Elkind, D. (1966). Conceptual orientation shifts in children and adolescents. Child
Development. 37:493-498.
Epstein H.T. (1978). Growth spurts during brain development; Implications for
educational policy and practice. In J.S. Chall & A.F. Mirsky (Eds.), Education and
the Brain, pp. 343-370. Chicago: University of Chicago Press.
Erikson, E. (1968). Identity: Youth and crisis. New York: Norton.
Esman, A. (1986). Giftedness and creativity in children and adolescents. Adolescent
Psychiatry. 13:62-84..
Eyde, D.R., & McCoy, K.M. (1985). Creative potential of creative development. The
Pointer. 29(31:5-10.
Feldman, D.H. (1982). Developmental approaches to giftedness and creativity. San
Francisco: Jossey-Bass.
Feldman, S., & Elliott, G.R. (1990). At the threshold: The developing adolescent.
Cambridge, MA: Harvard University Press.
Freud, A. (1969). Adolescence as a developmental disturbance. In G. Caplan & S.
Lebovici (Eds.), Adolescence. New York: Basic Books
Gardner, H. (1982). Giftedness: Speculations from a biological perspective. In D.H.
Feldman (Ed.), Developmental Approaches to Giftedness and Creativity,
pp. 47-60. San Francisco: Jossey-Bass.
Garrod, A., Smulyan, L., Powers, S.I., & Kilkenny, R. (1992). Adolescent portraits:
Identity, relationships, and challenges. Boston: Allyn and Bacon.
Getzels, J.W., & Jackson, P. W. (1962). Creativity and intelligence. New York: John
Wiley & Sons.
Gilligan, C. (1982). In a different voice. Cambridge, MA: Harvard University Press.
Gilligan, C. (1987). Adolescent development reconsidered. In C. Irwin (Ed.). Adolescent
Social Behavior and Health, pp. 63-92. San Francisco: Jossey-Bass.
Goodwin, A. (1992). Interviews with creative adolescents: Pilot study. [Unpublished
Paper, University of Massachusetts].
Gowan, J.C. (1972). The development of the creative individual. San Diego, CA: Knapp.
Gowan, J.C. (1980). The use of developmental stage theory in helping gifted children
become creative. Gifted Child Quarterly. 24:2-28.
Guilford, J.P. (1967). The nature of human intelligence. New York: McGraw-Hill.
Guilford, J.P., & Hoepfner, R. (1966). Sixteen divergent-production abilities at the ninthgrade level. Multivariate Behavioral Research. 1:43-64.

204

Hall, G.S. (1904). Adolescence: Its psychology and its relations to physiology.
anthropology, sociology, sex, crime, religion, and education (Vol.l). Englwood
Cliffs, NJ: Prentice-Hall.
Halpin, W., Payne, D., & Torrance, E.P. (1973a). High school experiences related to the
creative personality. High School Journal. ^7:101-106.
Halpin, W., Payne, D., & Ellect, C. (1973b). Biographical correlates of the creative
personality: Gifted adolescents. Exceptional Children. 39:652-653.
Hammer, E.F. (1961). An exploratory investigation of the personalities of gifted
adolescent artists. New York: Random House.
Hammer, E.F. (1967). Personality patterns in young creative artists. Adolescence.
1:327-350.
Hauser, S.T., Powers, S.I., & Noam, G.G. (1991). Adolescents and their families: Paths
of ego development. New York: The Free Press, a division of Macmillan.
Hennessey, B.A., & Amabile, T.M. (1987). Creativity and learning. Washington, D.C.:
National Education Association.
Hogan, R. (1980). The gifted adolescent. In J. Adelson (Ed.), Handbook of adolescent
psychology, pp.536-559. New York: Wiley and Sons.
Holland, J. (1961). Creative and academic performance among talented adolescents.
Journal of Educational Psychology. 52:136-147.
Hollinger, C., & Fleming, E. (1985). Social orientation and the social self-esteem of gifted
and talented female adolescents. Journal of Youth and Adolescence. 14:389-399.
Inhelder B., & Piaget, J. (1958). The growth of logical thinking from childhood to
adolescence. New York: Basic Books.
Jackson, S. & Bosma, H. (1990). Coping and self in adolescence. In S. Jackson & H.
Bosma (Eds.), Coping and self-concept, pp. 1-11. New York: Springer-Verlag.
Jaquish, G., & Ripple, R.E. (1980). Divergent thinking and self-esteem in pre-adolescents
and adolescents. Journal of Youth and Adolescence. 2(2): 143-152.
Josselson, R. (1980). Ego development in adolescents. In J. Adelson (Ed.), Handbook of
Adolescent Psychology, pp. 188-206. New York: Wiley & Sons.
Jung, C. (Ed.). (1964). Man and his symbols. New York: Dell.
Kegan R. (1982). The evolving self. Cambridge. MA: Harvard University Press.
Keniston, K. (1970). Youth and dissent. New York: Harcourt Brace Jovanovich, Inc.
Kett, J.H. (1977). Rites of passage: Adolescence in American 1790 to the present. New
York: Basic Books.
Khatena, J., & Torrance, E.P. (1976). Manual for Khatena-Torrance creative perception
inventory. Chicago, IL: Stoelting Company.
205

Kimmel, D., & Weiner, I. (1985). Adolescence: A developmental transition. New Jersey:
Erlbaum Associates.
Kohlberg, L., & Gilligan, C. (1972). The adolescent as philosopher: The discovery of the
self in a postconventional world. In J. Kagan and R. Coles (Eds.), Twelve to
Sixteen: Early Adolescence., pp. 144-179. New York: W.W. Norton.
Kohut, H. (1985). Self psychology and the humanities: Reflections on a new
psychoanalytic approach. New York: W.W. Norton
Kurtzman, D.A. (1967). A study of school attitudes, peer acceptance and personality of
creative adolescents. Exceptional Children. November: 157-162.
Landau, E. (1985). Creative questioning for the future. In J. Freeman (Ed.), The
Psychology of Gifted Children, pp. 379-392. New York: Wiley & Sons.
Lessner, W. J. & Hillman, D. (1983). A developmental schema of creativity. Journal of
Creative Behavior. 17:103-114.
Lubeck, S. & Bidell, T. (1988). Creativity and cognition: A Piagetian framework. Journal
of Creative Behavior. 22:31-41.
Mann, L., Harmoni, R., & Power, C. (1989). Adolescent decision-making: The
development of competence. Journal of Adolescence. 12(T):265-278.
Marcia, J.E. (1980). Identity in adolescence. In J. Adelson (Ed.), Handbook of Adolescent
Psychology, pp. 159-187. New York: Wiley & Sons.
McCabe, M.P. (1991). Influence of creativity and intelligence on academic performance.
Journal of Creative Behavior. 25(2): 116-122.
Miles, M.B. & Huberman, A.M. (1994). Qualitative data analysis. Thousand Oaks, CA:
Sage Publications.
Milgram, R.M. (1984). Creativity in gifted adolescents: A review. Journal for the
Education of the Gifted. 8£l):25-42.
Milgram, R.M., Milgram, N.A. (1976). Self-concept as a function of intelligence and
creativity in gifted Israeli children. Psychology in the Schools. 13:91-96.
Milgram, R.M., Milgram, N.A., & Rabkin, L. (1978). Quantity and quality of creative
thinking in children and adolescents. Child Development. 49:385-388.
Milgram, R.M. (1993). Predicting outcomes of giftedness through intrinsically motivated
behavior in adolescence. In S.G. Isaksen, M.C. Murdock, R.L. Firestien, & D.J.
Treffinger (Eds.), Nurturing and Developing Creativity: The Emergence of a
Discipline, pp. 314-330. Norwood, New Jersey: Ablex Publishing Corporation.
Miller, D. (1974). Psychotherapy and creativity in adolescents: Some technical
considerations. Journal of American Academy of Psychoanalysis. 2(4):291-308.
Mills, M.C. (1985). Adolescent self-disclosure: Its faciliation through themes, therapeutic
techniques and interview conditions. New York: Peter Lang.

206

Monge, R. H. (1973). Developmental trends in factors of adolescent self-concept.
Developmental Psychology. 8:382-393.
Monks, F.J. & von Boxtel, H.W. (1985). Gifted adolescents: A developmental
perspective. In J. Freeman, The Psychology of Gifted Children, pp. 275-294. New
York: Wiley & Sons.
Montemayor, R. & Eisen, M. (1977). The development of self-conceptions from
childhood to adolescence. Developmental Psychology. 13(41:314-319.
Mullener, N., & Laird, J.D. (1971). Some developmental changes in the organization of
self-evaluations. Developmental Psychology. 5:233-236.
Nichols, R. (1964). Parental attitudes of mothers of intelligent adolescents and creativity of
their children. Child Development. 35: 1041-1049.
Offer, D. (1986). Adolescent development: A normative perspective. American Psychiatric
Association Annual Review. 5:404-419.
Oldham, D.G. (1978). Adolescent turmoil: A myth revisited. Chicago: The University of
Chicago Press.
Parloff, M.B., & Datta, L.E. (1965). Personality characteristics of the potentially creative
scientist. Science and Psychoanalysis. 8:91-106.
Piaget, J. (1967). Six psychological studies. New York: Random House.
Piaget, J. (1972). Intellectual evolution from adolescence to adulthood. Human
Development. 15:1-12.
Piaget, J. (1977). Piaget on Piaget: A film by Piaget, in collaboration with C. Goretta in
Switzerland. New Haven, CT: Yale University Films.
Piechowski, M.M. (1979). Developmental potential. In N. Colangelo & R.T. Zaffrann
(Eds.), New Voices in Counseling the Gifted, pp.25-56. Dubuque, IA:
Kendall/Hunt.
Piirto, J. (1990). Profiles of creative adolescents. Understanding our Gifted. 2:1/10-12.
Piirto, J. (1991). Encouraging creativity and talent in adolescents. In M. Bireley & J.
Genshaft (Eds.), Understanding the Gifted Adolescent, pp. 104-121. New York:
Teachers College, Columbia University.
Powers, S.I., Hauser, S.T., & Kilner, L. (1989). Adolescent mental health. American
Psychologist. 44(21:200-208.
Renzulli, J. (1978). What makes giftedness: Rexamining a definition. Phi Kelta Kappan,
60:180-184.
Renzulli, J., Reis, S., & Smith, L. (1981). The revolving door identification model
Mansfield Center, CT: Creative Learning Press.

207

Rich, J. (1968). Interviewing children and adolescents. London: Macmillan Press, LTD.
Rogers, C. (1959). Toward a theory of creativity. In J.J. Anderson (Ed.), Creativity and
Its Cultivation, pp. 69-82. New York: Harper & Row.
Rosenberg, M. (1979). Conceiving the self. New York: Basic Books.
Ross, A., & Parker, M. (1980). Academic social self concepts of the academically gifted.
Exceptional Children. 47:6-10.
Ross, R.J. (1976). The development of formal thinking and creativity in adolescence.
Adolescence 11(441:609-617.
Rothenberg, A. (1979). The emerging goddess: The creative process in art, science, and
other fields. Chicago: University of Chicago Press.
Rothenberg, A. (1991). Creativity in Adolescence. Psychiatric Clinics of North America.
I3(3):415-433.
Rothenberg, A., & Hausman, J.C. (Eds.). (1976). The creativity question. Durham, NC:
Duke University Press.
Runco, M.A., & Okuda, S.M. (1988). Problem discovery, divergent thinking, and the
creative process. Journal of Youth and Adolescence. 17:213-222.
Safter, H.T. (1993). A phenomenological case study of highly gifted and creative
adolescents. Dissertation Abstracts International. 54(2),443. (University
Microfilms No. AAC 8314744)
Schaefer, C.E. (1969). The self-concept of creative adolescents. Journal of Psychology.
72:233-242.
Schaefer, C.E. (1970). A psychological study of 10 exceptionally creative adolescent girls.
Exceptional Children. 36(61:431-444.
Schaefer, C.I., & Anastasi, A. (1968). A biographical inventory for identifying creativity
in adolescent boys. Journal of Applied Psychology. 52:42-48.
Seiffge-Krenke, I. (1990). Developmental processes in self-concept and coping behaviour.
In H. Bosma & S. Jackson (Eds.), Coping and Self-Concept in Adolescence.
pp. 50-68. New York: Springer-Berlag.
Shipley, W.C. & Zachary, R.A. (1936-1986) Shipley Institute of Living Scale. Los
Angeles, CA: Western Psychological Services.
Smith, G., & Carlsson, I. (1985). Creativity in middle and late school years. International
Journal of Behavioral Development. 8:329-343
Tan-Williams, C., & Gutteridge, D. (1981). Creative thinking and moral reasoning of
academically gifted secondary school adolescents. Gifted Child Quarterly.
25(4): 149-153.

208

Terman, L. (1926). Genetic studies of genius. Vol.l, Mental and physical traits of 1 OOP
gifted_children. Stanford, CA: Stanford University Press.
Terman, L. (1947). The gifted grows up. Stanford, CA: Stanford University Press.
Tesch, R. (1990). Qualitative research: Analysis types and software tools. New York: The
Falmer Press.
Torrance, E.P. (1962). Guiding creative talent. Englewood Cliffs, NJ: Prentice Hall.
Torrance, E.P. (1969). Will creatively gifted high school seniors behave creatively seven
years later? TAG Gifted Children Newsletter. i2(l):24-31.
Torrance, E.P. (1970). Individual differences in creativity among secondary school
students. The High School Journal. 53(8):430-439.
Torrance, E.P. (1971). Developmental changes in sources of consensual validation in
preadolescence. Gifted Child Quarterly. 15:3-10
Torrance, E.P. (1975). Career patterns and peak creative achievements of creative high
school students twelve years later. In J.C. Gowan, J. Khatena, & E.P. Torrance
(Eds.), Educating the Ablest: A Book of Readings on Education of Gifted Children
(Second ed.), pp. 44-53. Itasca, IL: F.E. Peacock Publishers.
Torrance, E.P. (1977). Creatively gifted and disadvantaged gifted students. In J.C.
Stanley, W.C. George, & C.H. Solano (Eds.), Die Gifted and the Creative: A
fiftv-vear Perspective, pp. 173-196. Baltimore: Johns Hopkins.
Torrance, E.P. (1984). Some products of twenty five years of creativity research.
Educational Perspectives. 22:3-8.
Torrance, E.P. (1993). Unpublished letter to Goodwin, A.
Torrance, E.P., & Dauw, D.C. (1966). Attitude patterns of creatively gifted high school
seniors. The Gifted Child Quarterly. 12:53-57.
Torrance, E.P., & Reynolds, C.R. (1978). Images of the future of gifted adolescents:
Effects of alineation and specialized cerebral functioning. The Gifted Child
Quarterly. 222(1 ):40-54.
Torrance, E.P., & Goff, K. (1990). Fostering academic creativity in gifted students. ERIC
Digest #E484. Council for Exceptional Children. Reston, VA: ERIC Clearinghouse
on Handicapped and Gifted Children.
Treffinger,D.J. (1980). The progress and peril of identifying creative talent among gifted
and talented students. Journal of Creative Behavior. 14:20-43.
Wadsworth, B.J. (1984). Piaget's theory of cognitive and affective development. New
York: Lingman, Inc.
Walberg, H. (1971). Varieties of adolescent creativity in the high school environment.
Exceptional Children. 38:111-116.

209

Wallach, M.A., & Wing, Jr., C.W. (1969). The talented student: A validation of the
creativity-intelligence distinction. New York: Holt, Rinehart & Winston.
Welsh, G.S. (1977). Personality and creativity: A study of talented high school students.
In J.C. Stanley, W.C. George, & C.H. Solano (Eds.), The Gifted and the
Creative: A fifty-year Perspective, pp. 197-221. Baltimore: Johns Hopkins.
Williams, F. (1975). Models for encouraging creativity in the classroom. In J.C. Gowan,
J. Khatena, & E.P. Torrance (Eds.), Educating the Ablest: A Book of Readings on
Education of Gifted Children (Second ed.), pp. 44-53. Itasca, IL: F.E. Peacock
Publishers.
Wittrock, J. (1978). Cognitive processes of the brain. In J.S. Chall & A.F. Mirsky (Eds.),
Education and the Brain, pp.72-79. Chicago: University of Chicago Press.
Wolf, E.S., Gedo, J.E., & Terman, D.M. (1972). On the adolesent process as a
transformation of the self. Journal of Youth and Adolescence. l(3):257-272.
Youniss, J. & Smoller, J. (1985). Adolescent relations with mothers, fathers, and friends.
Chicago: The University of Chicago Press.
Youniss, J. & Smollar, J. (1990). Self through relationship development. In H. Bosma &
S. Jackson (Eds.), Coping and Self-Concept in Adolescence, pp. 122-148. New
York: Springer-Verlag.

210

